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CHAPTER I 
THE PROBLEM 
General statement I! the problem. The objectives of 
this investigation are as follows: {1) to determine which 
movements in the large choral works of J. s. Bach are contra-
facta;1 (2) to compare those movements with their prototypes;2 
{3) to document changes which were made in the adaptation; and 
{4) to speculate on what reasons may have prompted Bach to 
impose whatever alterations are discussed. 
Signiticanc e ,2t 1Q!. probl•. J. brief survey of the 
history of the parody3 Will show that, in the Baroque Era, 
this particular compositional technique reaches its peak in 
Bach's contrafacta. Many of them are based on the highest 
artistic principles and often involve textual symbolism whose 
meaning may not be obvious at first glance. Often, however, 
the reasons for the choice of a particular section as a model 
will be evident. For instance, the utilization of a certain 
lin English, the word •contratactum" is usually used 
interchangeably With "parody." German-speaking scholars1 however, do not utilize the Latin term. For them, "paroay" 
may refer to anything from a satirical imitation such as a 
Goliard song, to the technique employed in Bach's Jl&!! in ~ 
~. In actuality, a contratactum designates a spectrlc 
i:tiiiQ'""" of parody, referring solely to the technique of:·. setting 
a new text to a pre-existing musical composition. Therefore, 
in this investigation, the Latin term Will be favoured. 
2In this case, the sources are Bach's own works. 
3see Chapter :yy:, 
1 
2 
work may have been caused by the presence or absence ot a 
particular musician just as Bach's transcriptions for lute 
were stimulated by his friendship with the Dresden lutenist 
Sylvius Leopold Weisa.4 Moreover, a different audience may 
have permitted the use ot old music. Such is the ease With 
the Trauermusik for Prince Leopold of Coethen which was based 
on the pre-existing music of the §!.-Matthew Passion, written 
originally for the parishioners of St. Thomas in Leipzig and 
altered for the court people and burghers or Coethen. 
The study will show that the contrafacta are generally 
improvements over their prototypes, although, occasionally, 
inferior adaptations are found in the shorter Kassel and more 
specifieall7 in the pona Nobis Pacem of the ~ MinQr MA11. 
A part of the study will therefore attempt to determine the 
constituents of a successful eontrafaetum. 
In assessing the relative value of the contrafactum 
and its prototype several aspects must be considered: what 
type of parody is involved; whether the prototype is a great 
work of art; whether its textual content il similar to that 
of the new version; Whether the music fits well in its new 
setting. The aethod of the composer must also be considered: 
are there many changes er is it a mechanical transformation; 
~t is probable that if Bach had known a similar 
musician in Weimar, Coethen, or Leipzig, we should have had 
new compositions, and, perhaps, occasional arrangements for 
this instrument. 
3 
even if it is merely a "mechanical transformation," is it 
successful' One must also attempt to determine whether or 
not there is some symbolic, or hidden connection between the 
parody and its prototype. The conditions under Which the 
contratactum was written must also be considered; evan though 
we have sufficient biographical data to know whether Bach 
was pressed for time to finish his commission. 
To such questions, absolute answers are not always 
possible. In many instances one can, at best, only suggest 
possible solutions and critical judgements. Indeed, the im-
portance of this particular study may be said to lie in the 
process of speculation itself. Through the acts of study, 
comparison, documentation, and speculation, one gains special 
insight into the processes of the master; one is able to 
observe his working techniques through the art ot transfor-
mation. 
Delimitations. Neumann's Handbook~ i2Q. ~. Bach's 
Cantatas (Associated MUsic Publishers, Inc., New York, 1947), 
lists 146 parodies in Bach's choral works. These are bro~en 
up into four categories; (1) from cantata to cantata, 
(2) trom instrumental works to cantata, (3) troa cantata to 
large choral works, and (4) from "other types" ("Versehie-
denes") to cantata. The third category, which is the basis 
tor this particular investigation, ineludes, according to 
4 
Neumann, 49 ot the 146 adaptations. The works in this cate-
gory are the ~ iD! K~nor, the Christmas Oratorio, the 
tour short masses, the §!. Mark Passion, the Magnificat, and 
the E!ster Oratorio. 
Further delimitations mnst here be imposed. The St • 
...... 
Mark Passion, although based, probably, on the opening move-
ment or Cantata 12§, is lost, so no comparison with the pro-
totype can be made. The Easter Oratorio is listed by Neumann 
because or Friedrich Smend 1 s research on the work, the results 
of which were published in 1943.~ At that time, Smend proved 
circumstantially that the Oratorio was based entirely upon 
the so-called Cantata ~ ("Enttliehet, verschwindet, !01-
weichet, ~ Sorgep"). The music or the latter composition 
is not extant, however, so no discussion ot the adaptation is 
possible in this paper.6 
Finally, even in one composition which warrants a 
place in this discussion, the ~ Minor !!!J, three sections, 
the Gloria, the Domine Deus, and the Cum Sancto Spiritu, 
are not included in this study. Originally, all three move-
ments were thought to have been adapted from sections ot 
~Friedrich Smend (ed.), ioh&nn Sebastian Bachs 
Sc~eterkantatel Epttliehet, verschJinde~, entweiCijet, 1b£ 
Soigan. (Kasse : Baerenreiter-verlag, 1943). 
6A summary or Smend's research and conclusions may 
be found on p. 362. 
Cantata 121, but recent research has substantiated that the 
Cantata was written after the completion of the Kass.7 Thus, 
out of Neumann's 49 proposed parody movements, only 37 sections 
of the large choral works Will be considered in this thesis. 
Spec1t1e statement .2!: !h!, problem. The 37 contra-
facta sections to be studied may be outlined as follows: 
I • The Ill! in ~ Mintr 
Gratias Agiws 
Qui Tollis 
Patrem Omnipotentem 
Crucifi.Xus 
Et Expecto 
Osanna 
Agnns Dei and Dona Nobis 
II. l1l! !!.!! in Q JlaJor 
Kyrie 
Gloria 
Gratia& 
Domine Deus Quoniu 
Cum Sancto Spiritu 
III. The I!!! 1D l MaJor 
Qui Tellis Quoniam 
Cum Sancte 
IV. A,he Kass 1D A )(aJ or 
Gloria Qui Tellis Quoniam 
In Gloria Dei Patri 
7 See PP• 30,31. 
Source 
Cantata 29, Section 2 
Cantata 46 Section 1 
Cantata 171, Section 1 
Cantata 12, Section 2 
Cantata 10 Section 2 
Cantata 21~, Section 1 
Cantata 11, Section 4 
Source 
Cantata 179, Section 1 
Cantata 79 Section 1 
Cantata 13~, Section ~ 
Cantata 79 Section ~ 
Cantata 179, Section 3 
Cantata 17, Section 1 
Source 
Cantata 102, Section 3 
Cantata 102, Section 5 
Cantata 40, Section 1 
Sourct 
Cantata 67 Section 6 
Cantata 179, Section ~ 
Cantata 79 Section 2 
Cantata 13~, Section 1 
V. Ih!, Mass 1n Q Minor 
Kyrie 
Gloria 
Gratias 
Domine Fili Qui Tollis and Quoniam 
Cum Sancto 
VI. th! Christmas Oratorit 
Number 1 
Number 4 
Number 8 
Number 15 
Number 19 
Number 24 
Number 29 
Number 36 
Number 39 
Nuaaber 41 
Number 47 
6 
Source 
Cantata 102, Section 1 
Cantata 72, Section 1 
Cantata 187, Section 4 
Cantata 187, Section 3 
Cantata 187, Section 5 
Cantata 187, Section 1 
Source 
Cantata 214, Section 1 
Cantata 213, Section 7 
Cantata 214, Section 7 
Cantata 214, Section ~ 
Cantata 213, Section 3 
Cantata 214, Section 9 
Cantata 213, Section 4 
Cantata 213, Section 1 
Cantata 213, Section 5 
Cantata 213, Section 7 
Cantata 21,, Section 7 
Each ot these groups will be discussed according to the tour 
main objectives set forth in the first section ot this 
chapter. 8 
Regarding objective 1, the problem is twotolds to 
gather and present all of the available information concerning 
the dates ot composition of the contrafactum and its source, 
and to choose that date of composition which seems most 
likely.9 Establishing the correct date is the only problem· 
8see p. 1. 
9 In the cases where this is necessary we have been 
guided by Alfred Duerr's revolutionary article, "Zur ~-iijlfgt• ~;f Le!JzifBfi Vokalwerft 1·~· Baths," ~-Jahrbuch, I l9 , ~ • e to the act that he American type-
writer does not have an umlaut1 "e'' will be used as a sub-stitute throughout this study.) 
7 
involved in what one might call step I, for the relation of 
prototype to its contrafactum is generally clear. 10 Indeed, 
in most cases, the variants are minor. 
The second objective involves a comparison or the 
two versions. At least the folloWing characteristics Will 
be compared in each ~ontrafactum:ll 
Occasion 
Tonality 
Harmonic outline 
Formal structure 
Length 
Introduction 
Instrumentation 
Vocal sections 
Text meaning 
Changes due to text meani.ng 
Text rhythm 
Changes due to text rhythm 
Changes due to range lilli tat ions 
Alteration of main theme 
Phrasing 
:U:elodic action 
lOrhus, the investigation excludes the jntroductorr 
~ to the Kyrie of the ~ :Uinpr Mass, which chmiider 
TBWV;-p. 309) lists as a parody based on the beginning ot 
Cantata 1.2§. ( 1727). This seems to be the only source, how-
ever, to list this contrafactum. To be sure, the two pieces 
are alike in instrumentation, tonality, and harmonic pro-
gression. But, the differences in rhythmic distribution and 
melody are so great that the possibility of a parody is 
doubtful. 
llrhose characteristics which are not compared in 
the text proper Will be listed in the graphS at the end Of 
each chapter. 
8 
Thirdly, we shall document the alterations made in 
the adaptation. Here it should be pointed out that the 
majority of changes were made by Bach simply out of consider-
ation for the textual accents, since the music had to be 
adjusted to fit the rhythm of the new text. To docWDent 
each of these minor alterations would be laborious and some-
what irrelevant to the study. Consequently, documentation 
involving mere changes in note values (e.g.'; r instead ot 
J ; J, J- instead or tJ , etc.) has been kept at a minimum. 
For the most part, however, melodic changes have been notated, 
for such alterations otten involve a subtle art of textual 
s,_bolism. Furthermore, unless it is necessary to elucidate 
a certain major point, documentation of full scores is 
omitted. 
The final objective is to determine the reasons tor 
the alterations. This is perhaps the most interesting but 
also the most speculative part of the study since clear and 
precise documentation is not always available. 
Sources Jl data. Most of the work was based on the 
Bach-Qesellschat~ editien. Of the Neue ~-Ausgabe, mainly 
the Kritische Berichte were consulted. The most important 
x.o 
for our purposes was the BerichteAVolume II, Number I, which 
contains Smend 1 s discussion ot the ~ Minor II!!· This is 
the definitive work on the Mass which appeared after the 
9 
present investigation was well under way. At the present 
time, not enough volumes of the Neue Bach-Ausgabe have 
appeared to make the utilization of the music itself possible. 
The major secondary sources were found in periodicals. 
Strangely enough, the most pertinent of these, Alfred Duerr's 
article in the Bach-Jahrbuch for 195'7, "~Chronologie !!!£ 
Leipziger Vokalwerke i· ~. Bachs," also appeared after this 
study had begun. Furthermore, articles by Neumann, Schering, 
and Blume presented pertinent information. Like Duerr's 
article, the majority of these appeared in voluaes of the 
.BI£b-J8hrbuch. One of the most valuable of the secondary 
sources to be consulted was Philip Spitta's classic study, 
Johann Sebastian Bach (Leipzig, 1873•80. Engl. ed. transl. 
by Clara Bell and J. A. Fuller-Maitland, London, 1884-85'. 
repr., 195'1 and 195'8.); his documentatien ot the historical 
background of performances was especially valuable. The 
most usetul book--indeed, it appears to be the only book de-
voted specifically to the topic--on the parody in general 
was Wolfgang Steinecke's Die parodie in der MUsik (Kieler 
Beitraege .!!!£ lluSilt!issenschaft, ll!n I. Weelfenbuettel-
Berlin, Georg Kallmeyer, 1934). Kost helpful of all were the 
translations of Bach's texts by Drinker and Terry (Henrys. 
Drinker, Texts R! the Choral Works ~ Johapp Sebastian ~ 
in English Translation. New York: Association ot American 
Colleges Arts Program, 1942, 43; Charles Sanford Terry, 
10 
Joh. Seb. Bach's Cantata Texts Sacred and Secular. Londona 
Constable and Co., Ltd., 1926.) 
The grganization RL !b! remainder ~ !h! tnvestigation. 
Before proceeding with the comparison and analysis or the con-
trafacta, three brief chapters will be devoted to general 
discussion. These will consist of: (1) a review of avail-
able literature on the parody; (2) a brief consideration et 
some aspects or the music profession in the 18th century; 
and (3) a history of the subject itself. The discussion er 
the oontratacta begins in Chapter V and ends With Chapter 
XIII. The contratacta sections to be considered within each 
chapter will be taken in the order of their appearances 
within the compositions. Chapter XIV will contain the sum-
mary and conclusions drawn from the study of the contra-
facta. 
CHAP!'EB II 
REVIEW O:F THE Ll'l'ElU.TURE 
Numerous scholars have investigated Bach's method ot 
re-arrangements but only a tew have dealt specifically w:1. th 
his parodies. Occasionally, the Bacp-J&hrbuch has contained 
several articles by leading investigators such as Duerr, 
Smend, Ne1uoann, and Schering, but the majority of these 
articles do not deal to any great extent with the larger 
vocal compositions of the master althongh these would seam 
the most challenging. Scholars have tended to concentrate 
on his instrumental arrangements.l 
The few men who have dealt to any extent with the 
contrafacta of the choral works of Bach have approached the 
problem trom different viewpoints. For instance, mostnlne-
teenth-century scholars indicated their belief that Bach 
borrowed on the basis of certain aesthetic considerations 
and principles. 2 Their assumptions were based mostly on the 
hypotheses of Kosewius, concerning the aesthetics and sym-
lsee alsos Ulrich Siegele, Kompositipppeise 1m!! 
Be::hbeitppgstecbnik iD SJ£ ~strumentalmusik Joh@pp Sebastian 
Bac a, Diss., Tuebingen, 19 • 
2por examples Wilhelm Rust in his Revisionsbericht 
of the llagnificat, m. 
11 
• 
12 
bolism in Bach's works.3 Schweitzer and Pirro continued this 
same approach. But, no one has ever presented a measure-by-
measure comparison of each parody. In contrast to this early 
approach to the problem, more recent musicologists have 
tended to indicate that expediency was Bach's prime consider-
ation--that parody was a time-saving device. 
Arnold Schering seems to be the first scholar to re-
cognize that both functionalism and artistry were involved 
in Bach's parodies.4 He points out that even though Bach's 
reasons for borrowing were usually due to pressures of public 
performance, the contrafacta contain several aesthetic im-
provements such as corrections of the order of movements, 
and normal musical adjustments to fit the new text, and other 
changes which were unique to each arrangement. The present 
investigation approaches the problem from a similar stand-
point, admitting that Bach1 s primary reason for borroWing 
was usually to save time but that out of this practice there 
evolved a compositional technique of the highest artistic 
order. For Bach, there was really no delineation between 
the functional and the aesthetic • 
3Johann Theodor Mosewius, "-i· §. ~ !D seinen 
~!rchencantaten ~Choralgesaengen,' Allgemeine Mus!kalische 
Zeftung (1845'). 
4Arnold Schering, "Zur Karkus-Passion ,mg £QI •vierten' 
Passion," ~-Jibrbuch, XXXVI (1939), 6fr. 
CHAPTER III 
SOliE ASPB::TS OF THE WSIC PROFESSION 
IN THE 18TH CENTURY 
The unity Bach achieves between functionalism and 
aestheticism is not ~rprisinc if one considers certain 
unique aspects of the music profession in the 18th century. 
The art of composition for the 18th-century composer was a 
functional one. Whereas 19th-century musicians were, for 
the most part, intent upon creating works of eternal value 
and had little occasion to consider a specific performance, 
the musician of the 18th century fulfilled the demands of 
a particular situation. This attitude was inherent and 
nee essary. It is only natural that working within such a 
framework, some Baroque compositions contain interior move-
ments based on earlier works. 
A second feature of the music profession in the 18th 
century dissimilar to that of later years concerns the au-
dience. It is obvious that in every period there are, in 
varying degrees, two audience factions, the conservative and 
the progressive, with all manner of listeners in between. 
Generally, of course, the conservative listeners are in the 
majority; as early as the fifth century B.C. there are records 
of protests against avant-garde compositions~ Even today, 
Ls.achs (Curt Sachs, .QE l{usical Heritage, New York: 
13 
14 
there are certainly as many "philistines" as Schumann had to 
contend with. The contemporary audience is, therefore, 
generally pleased only with the music or the past; in all 
ages new music encounters opposition. In contradistinction 
to the general tendency, however, the listener of the Baroque 
Era, as Duerr points out, welcomed the new and found old 
music obsolete. 2 
Because of the expectation of his audience, unique 
demands were placed on the Baroque composer. One bas only 
to consider the number of extant works by various 18th-cen-
tury men, e.g., the more than 2000 cantatas by Telemann or 
the statement or the son or J. s. Bach about the great number 
or his rather's cantatas which cover a five-year period or 
liturgical music. Surely such productivity must have been 
partly the result or the demand or the audience for new 
music. 
Prentice-Hall, Inc., 1948, p. 47.) points out that towards 
the end of the Periklean Era, an open revolution broke out 
in Greece concerning modernism in mu.sic. In one or his 
comedies, which were mainly satires of up-to-date matters 
and current events, the Attic poet Pherekrates (fl. c. 430 
B.C.) had Music en,;er the stage in rags as a downtrodden 
woman and whimper that once she had been respected, but that 
the modern composers, ignorant of the dignity of old and 
the beauty or melody, had badly dishonored and abused her. 
2.lltred Duerr "Ged~ken .m i· S. ~ rarbeitung!A 
eigener Werke," ~-Jahrbugr, XLIII ( 1956)--,p.5. 
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Duerr points out another aspect.3 Due to the fact 
that they were written for specific days of the church year, 
the cantatas may have been repeated year after year. Under 
these conditions, it is conceivable that the original manu-
script became unreadable, and to remedy the situation, Bach 
may have replaced the eld manuscript With a new one. In so 
doing, he undoubtedly made various changes, either to please 
a new audience, to suit a particular occasion, or simply 
out of a desire to improve the original composition. lt 
times too, the composer may have desired to save a composition 
through repeated performance, and, if the occasion required 
either musical or textual alteration, he would make mi~um 
alterations on the original composition. Yet out of this 
practice, which in its most obvious form is a work economy, 
some Baroque composers developed a highly artistic compositional 
technique. 
It cannot be denied, however (as indicated on p. 2), 
that there are some adaptations which are harmful to the 
prototype, some parodies done purely out of practical consider-
ations and some, to judge from appearances, done hurriedly. 
Thus, the "art for art 1 s sake" concept cannot apply to Bach, 
for his compositions generally bad a functional purpose. 
While it is true that the sequence of parody usually 
3~., P• 98. 
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involves a secular-spiritual, secular-liturgical, or spiri-
tual-liturgical transmutation, it does not always hold true 
that the spiritual or religious versions are necessarily 
superior. The discussion or the short masses and the 
Christmas Oratorio documents this fact. As a rule, however, 
Bach was seldom satisfied With the first version and would 
make improvements and corrections in the later setting. 
CHAPTER IV 
A BRIEF HISTORY OF THE PARODY 
The utilization of old material in a new composition 
is as old as music.itself. Indeed, insofar as the music ot 
pre-ChriStian times is concerned, Bollier points out that 
the word, "(( c{ i we£ £'1_ was derived from the Greek custom ot 
writing several stanzas of poetry to the same melody. 1 Cer-
tainly the art of parody was current almost as earlY as the 
inception of music into the Christian church and in fact, 
the earliest musical forms used within the church were based 
on a "borroWing" principle. Tropes and sequences, which 
were especially popular from the 9th to the 13th centuries, 
are excellent examples of the general tendency. These con-
sisted of a textual addition to a pre-existing meliama; for 
example, to the melisma on the syllable "o" ot a Gloria, or, 
in the case of the sequence, on the last syllable of the 
AlleluJah, words ware frequently added. In the same way, 
the clausulae ot the Notre Dame School (c. 1200), using as 
their canti firm! melismas or various chants, are examples 
of such parodies. Moreover, in a broader sense, Perotin's 
addition of triplum and guadru,plum to Leonin' s Magnus w.Jar 
lc1aude Sollier, "Discours sur J& Parodie," R1stoire 
de l'Acadf:i~ Rora1e S!! Inscriptions !1 Belles Lettres, 
VII (1733 , 98. 
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Organ1 shows the utilization of a parody technique. 
These three types, tropes, sequences, and clausulae, 
led, in the thirteenth century to the motet, 2 which, in 
effect, was essentially the troping of the clausula. It 
should also be pointed out that the Maggas Lib~ of Leoninus 
was the source of most tenorsibr the early Latin motet. In-
deed, the motet form became so dependent late in the century 
upon previous texts and melodies that it became polyglot 
and multitextual, as well as polyphonic. It thus shares a 
characteristic of all Late Gothic art which is, generally, 
unified in spirit rather than in form. 
BorroWing was naturally prevalent in the secular 
music of the time as well as 1n the liturgical, especiallY 
after the founding of the European universities in the 12th 
century, because of the influence of students who traveled 
over Europe from one institution to another. These itiner-
ant scholars--called, variously, goliards, wags, or vagantes--
cultivated an art of music and poetry which extended from 
the most tenderly poetic--even religi~s--to the ultimate 
1n obscenity. In their more secular artistic ventures, the.y 
used and satirized church music; the hymns, litanies, and 
even the mass. In addition they often parodied religious 
2rhey also led to the quod-libet. This term usually 
infers, however, a composition that is basically humorous 
by nature. 
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and biblical texts. For instance, a popular satire was 
based on "Ave Virgo benedicta• ("Hail Blessed Virgin") which, 
in at least one instance, became "Alba limpha maledicta" 
("Cursed clear drinking water"). The origin and the sources 
of these pagan but facile songs and verses are often obscure. 
One of the best known collections is the Carmipa Burg, 
found at the monastery or Benedikteuern in Bavaria and 
published by Schmeller 1n 1847. This practice reaches its 
' peak in the 13th-century trouvere songs, many or which use 
older, liturgical melodies With a new French text. 
In the Ars H2!1, parody techniques are still preva-
lent to a certain extent but nowhere near so popular as in 
earlier or, for that matter, in later years. To be sure, 
Kachaut and Landini perpetuated many practices of the Ars 
Antigua; borrowing is especially evident in Machaut•s bal-
lades. But, generally speaking, from Vitry until the second 
half of the fifteenth century there is a quiescence in parody 
practices. 
The main reason for the gradual disappearance of such 
parodies was the generally secular tendencies ot the late 
Gothic period. Composers, tor the first time in the history 
or Western Civilization, began writing secular "art music." 
Kachaut, for instance, although he wrote the first complete 
extant mass, is equally as famous for his outstanding poems. 
It is also significant that LandiD1., similarly a great poet 
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as well as a musician, living in his native Italy, was 
subject to the earliest influences of humanism. It was 
only natural that the use of liturgical canti firmi had 
little or no place in the creations of these men for their 
work was founded upon more secular and worldly bases. 
The reaction of the Church to this new Zeitgeist is 
revealed in the famous Bull of Pope John XXII, issued in 
1324, a treatise which denounces the "new melodies," .the 
polyphony, and the secular tunes of the "modern" school, and 
prohibits the use of secular music for liturgical compositions. 
Indeed, it is probable that this proclamation had as much to 
do with the decrease in the popularity of the parody as the 
general trends mentioned in the previous paragraph. 
But, the dichotomy of sacred and secular elements 
could not persist through the years of the later Renaissance. 
Thus, in the 15th and 16th centuries the parody flourishes 
once again. One of the types of liturgical music to employ 
old material during this period was the polyphonic lauda 
(a religious song of praise). Specific examples by such 
composers as Tromboncini, Cara, and Cammonis, may be found 
in Petrucci's L&ude Libro Primo, 1508, and tn his LAUde Librp 
Secondo, 1~07.3 In secular music, especially in the chansons 
3The first book was actually published after the 
second. See: K. Jeppesen, (ed.), Die mehrst1mm1ge 1talien-
1sehe Laude .Ym 1.2QQ, 1935, p. 11x. 
21 
of the composers of the so-called Parisian School, such as 
Claudin and Jannequin, are to be found many compositions 
constructed to a great extent on religious melodies. In 
general, however, throughout the entire 16th century, parody 
is more frequently found in religious music than in "profane" 
music. In addition to the aforementioned laude, there exist 
collections like the Squterliedekens, or Little psalter 
Songs, a Netherlands collection of 158 monophonic psalm 
tunes, based on secular melodies which were published in 
1540 and which were later parodied in turn by Clemens non 
Papa who in 1?56-?? publianed the same melodies in a three-
voiced setting. This use of secular tunes was a popular 
practice in religious songs of all types. Even the various 
melodies in the Genevan Psalter, also of the early 16th cen-
tury, were originally secular tunes. 
Such practices tied in neatly With the humanistic 
concepts of the Renaissanc• which tended to emphasize the 
secular rather than the eternal. Just as the religious 
subJects of Michelangelo and Leonardo became humanized and 
no longer depicted the distant, impersonal figures of the 
Gothic period, religious music now Juxtaposed secular melo-
dies and texts to religious melodies and texts with the sanc-
tion of the clergy. Thus, the Mass became the ~ime expression 
of the secularization in music, borrowing freely from secular 
sources. A composition or this nature was called a parody 
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mass, and the most frequent sources for such masses were 
motets, chansons, and madrigals. Not only the melody, but 
often the entire polyphonic web of one of these types was 
used in the composition of liturgical masses. 
Early examples of this technique are Ockeghem•s 
Kissa ~ seullement (based on his own chanson of the same 
name) and Agricola's Kissa l! serviteur (based on a chanson 
by Busnois). In the period designated as High Renaissance, 
such borroWing became a favorite compositional technique, 
Josquin being especially well-known for it (e.g., Q Jesu 
filt David; Salve Regina; ¥1ssa Fortuna desperata; Missa 
Mater Patris; etc.). 4 By the time of the Late Renaissance, 
the practice reached its peak of popularity: for instance, 
about three-quarters of the masses of both Palestrina and 
Lassus are parody masses. Indeed, the parody masses of the 
latter, a world-traveled cosmopolitan, have an international 
flavor, -borrowing freely from styles and melodies of all 
European countries. Nor was the parody mass confined to the 
Flemish and Roman composers only. During the same period, 
the practice flourished in Germany in the mass compositions 
ot Jacobus Gallus and Hans Leo Hassler.~ 
4see especially: R. B. Lenaerts, "The 16th-century 
Parody Mass 1n the Netherlands," The Musical Quarterlr, 
XXXVI (1950), 410. 
~See: Paul Pisk "Das P odieverf 
des Jacobus Gallus," e tsc if ...Ja!I s 
(1918). 
en !n den Kessen 
ssenscliilt, V 
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Like the Catholic liturgical music of the 16th cen-
tury, early Protestant music was deeply influenced by secu-
lar texts and melodies. Indeed, the distinction between 
secular and sacred music was so vague in the first decades 
ot the Reformation (just as it had been in the earlier years 
of Catholicism) that composers did not hesitate to adapt 
sacred texts to secular melodies. 6 A famous example is 
Luther• s Christmas song for children, ImD Himmel !!2.2!l, S& 
.i.2E 1ch her, which was based on the secular song, w 
fremden Landen iomm 1ch Jl!!:. 7 In all, the Lutheran Church 
produced or adapted 174 contrafacta during the 16th century. 
In the early Baroque Era, the practice of parody 
continued, more, however, as a perpetuation of an established 
artistic formula than as a conscious technique linking secu-
lar and sacred elements. Nevertheless, examples are to be 
found. Many of these are in the field of opera.8 Indeed, 
even in those forms which are precursors of opera such as 
orazio Vecchi's ~'Amfiparpasso, 1~97, one finds various 
6sees K. HeJmic, ~ geistliche Kontratactur ill ~­
bupdert der Reformation, Dissertation, Koenigsberg, 19o9• 
7wolfgang Steinec~ "Die Parod~e 1n der ~ n i~eler Beitraege m Kusi ssenscha&\, I {1:934),----n:;' 
Friedrich Blwae' ~ r.angel~ ache K~rchenmusik" (Handbuch 
tuer Musfk!issenschi?t , Pots am: 19 1, p. 12. 
- 8see: R. Haas, "Wiener deutsche Parod~eopera um l23Q u 
Zeitschrift fuer Mus1k!1ssenschar;a XIII (192 ); c.,cucuel, ' 
IILefi Qperas h Gluct ~ ~2f Par ies .9!1 XVIIIe siecle," ~ eyue mgsicale, III (19 • 
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borrowed sections. Thus, from its inception and throughout 
the history of opera, one may find various examples, especially 
of a satirical and humorous nature.9 The practice continued 
through the 17th and 18th centuries in French opera, parti-
10 cularly those of Lully. However, in the field ot church 
music there was a singular lack of parody practices in the 
17th century. Steinecke points out that one of the reasons 
for this second ebb in its history was the tremendous influx 
of new forms in the Late Renaissance and early Baroque per-
iods.11 Whatever the case may be, it is eVident that in 
religious music, especially in that of the Protestant Church, 
there was a definite lag in the employment of borrowed mater-
ials. 
For Luther, as pointed out previously, 12 the parody 
was an all-important device; for Heinrich Schuetz, it was 
9The Most obvious development in opera is the 
fasticcio (It., pie, pastry) which had two connotationss 
1) an opera by various composers (e.g., MY.I1.Q Hlefila1 1721, by Mattei Bononcini, and Handel; D~h __ d __ ke~t 
des ersten Gebots, by Mozart 1 Adlgasser, and Michael Haydn}; l2) 18th-century operatic medleys. 
lOsee: Donald Grout, "17th-century, Parodies ot 
French Opera," Musical Ouarterlx, XXVII (1941). 
llw. Steinecke, ~· cit., p. 37. 
12see p. 23. 
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nowhere near so 1mportant; 13 but With J. s. Bach, it became, 
once again, a major compositional technique. It reaches a 
zenith in his cantatas, and, most of all, in his larger 
choral works. 
13only a few examples can be cited: the Gloria ot 
his Bsal; 111 is based on a work by Gabrieli; his j§ steht 
Gott !Y( includes two parodies based on pieces by Monteverdi. 
CHAPTER V 
THE MASS. IN B MINOR 
INTRODUCTION 
Bach's ~ 1n ~Minor, like all masses, has four 
liturgical elements; the expression of the consciousness of 
sin in man (KYrie), of the atonement through Christ (Gloria), 
of the Christian church as proceeding from Him (Credo), and 
of the memorial supper in which the Church celebrates its 
union with and in the Founder (Sanctus and subsequent parts). 
The inherent formalistic continuity and poetic sentiment of 
the liturgical theme are maintained throughout. The materials 
Bach uses, borrowed or not, intensify the religious spirit 
of each section of the Mass; the despair of the Kyrie, the 
contrasting jubilation of the Gloria, the sincerity of the 
Cr!do, which utilizes fugal subjects from Gregorian sources, 
the resounding praise of the Sanctus--all accurately inter-
pret the essence of Christian thinking. Thus, its very 
artistry seems to counteract any idea that the contrafacta 
were used solely for purposes of convenience or expediency. 
In considering those parodies involved in the compo-
sition of the~ la ~ Minor, there must be a clear under-
standing of the dates of composition of the various sections 
which make up this gigantic work. First of all, the entire 
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work was written as four separate manuscripts. These may 
be listed as follows: (1) the Missa, 1 (2) the Symbolum 
Nicenum, 2 (3) the Sanctus,3 and (4) the Osanna and subse-
quent parts. 4 
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Each of these consists of the following sections of 
the Mass: 
I. The J!issa 
Kyrie 
Christe 
Kyrie 
Gloria 
Et in terra 
Laudamu.s 
Gratias 
Domine Deus Qui tollis Qui sedes 
Quoniam 
Cum Sancto Spiritu 
II. 'the Symbolum Nic enUil 
Credo 
Patrem 
Et in unum 
Crucifixus 
Et resurrex1t 
~he first half of Manuscript f ~ of Deutsche 
Staatsbibliothek, Berlin. 
2Most of the second half of Manuscript f l§Q of the 
Deutsche Staatsbibliothek, Berlin. 
3orig1nally Manuscript f ll of the Deutsche Staats-
bibliothek, Berlin, and later added to the second half of 
Manuscript f ~· 
~he concluding pages of Manuscript .f J.80 of the 
Deutsche Staatsbibliothek, Berlin. 
Et in Spiritu 
Confiteor 
Et expecto 
III. lh! Sanctus 
IV. Osanna 
Benedictus 
Osanna 
Agnus Dei 
Dona 
28 
The first manuscript, the Missa (the Kyrie through 
the Cum Sancto Spiritu) originated in 1733 and was first per-
formed in that year for the "Feast of Homage" for the trans-
ference of the Crown to Frederick II 1n a Leipzig church 
service.5 The second manuscript, the Symbolum, consisting 
of the Credo through the ~ Expecto, was composed and was 
first performed in 1732.6 The occasion for and the date of 
the third manuscript, the Sapctu§, are not so easily deter-
mined. As late a publication as Smend1 s Kr1tischer Bericht 
5see also: Friedrich Smendi Kr~tftscher Bericht, Neue 
Bach-Ausgabe, Vol. II 1 No. 1, Kasse anasel: Baerenreiter-Verlag, 1956, p. 19lfr.; Alfred Duerr, "ZB£ Chronologie der 
Leipziger Vokalwerke l· §. Bachs," ~-Jahrbucn, XLIV (1957), 
p. 161. 
~t was Scher1ng 1 s thesis that the occasion for this 
first performance was a Cracow croming Mass. Smend, how-
ever, names the Festive church service on the consecration 
or the reconstructed Thomas School as the initial event. (*oc. cit.). Although neither scholar can offer conclusive 
evidence, Duerr seems to agree with Smend ("Gedanken~ l· ~. 
Bachs UmarbeitF.en eigener Werke," Bach-Jahrbuch, XLIII (1956), p. 103~ The occasion is, for the purposes of this 
discussion, not important; the significant fact is that all 
three scholars agree that 1732 was the date of completion of 
this section of the Mass. 
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assumes that it was written in 1?36, a date which agrees 
generally with previous research. Alfred Duerr, however, 
in his article, ttzur Chronologie der Leipziger Vokalwerke 
l· £. Bachs," offers 1724 as the most probable year of 
composition for the Sanctus. Both scholars have gone into 
the problem at length and have given good circumstantial 
evidence, but definite proof 1s unavailable.? 
The fourth manuscript, consisting of the Osagna 
through the ~' presents once again a fairly definite 
situation, since it was obviously not completed before 
1738. 8 
Having establis~ed, as far as possible, the dates or 
composition of the various sections of the ~Minor HI!!, 
the study must now turn towards establishing dates of origin 
for the various Cantatas on which certain of the Kass sections 
are based. The first works to be considered Will be those 
involved in the ¥1ssa, which includes, once again, the twelve 
sections from the Ktrie through the Qgg Saoctp Spititu. Of 
these twelve sections, three have been heretofore considered 
?No problem exists 1n this movement concerning 
parodies. It is the opinion of this writer that any common 
characteristics between the Sapctus and the chorus Preis ~ 
~from the Easter Oratoriq (cf Spitta II 829) are coin-
cidental. 
8nuerr is non-co~tal and states simply for the time 
of origin 11 letzte Lebensjahre Bachs" (12£ • .Q.ll..). Smend (~.2i!-f states, however, that 1?38-3911s tEi time of 
origin or this fourth manuscript. 
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as being contrafacta; the Gloria, the Gratias, and the ~ 
Tollis. 
THE MISSA. 
!hi Gloria. Neumann's Handbook .2!:, Johann Sebastian 
Bach's Cantatas lists the Gloria as being a parody of Can-
~ 121· But, the Gloria was written in 1733 and the 
earliest date proposed by modern scholars for the Cantata 
is 1740; therefore this contention cannot be maintained.9 
Ill! Gratias A.gimus. The Grat1as is based on the 
second section of Cantata 29, which as all sources seem to 
agree, was composed in 1731. The Gratias is therefore 
considered a parody of this work. 
The Domine Deus. Neumann next lists the Domine :Q!)!! 
as a parody. But this, like the Gloria, was thought to have 
been based on Cantata 121, and, for similar reasons, it 
cannot be considered a parody. 
The ~ Tollis. The final section of the Iissa that 
is a parody is the Qyi To1lis. Its prototype is Cantata ~' 
section 1. As Smend lists this cantata as being written 1n 
9schm1eder (Thematisches-srstematisches Verzeichais 
~Er musikal1schen Werke l· s. Bachs, Leipzig, 19;0.) gives 
is date. DUerr (lRS. cit7) states the possibility that it 
originated sometime after 1742. 
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1723-2?, and Duerr in 1723, it can be assumed that it was 
the model for the 9l!1 Tellis. 
The ~ sancto SRiritu. This movement is also listed 
by N~ann, but it was also based on Cantata 121 and there-
fore, is or no concern in this study. 
In the second section, the Symbolum Nicenum (the 
Credo through the~ Expecto), three sections are parodies. 
These are the Patrem, the Crucifixus, and the ~ Expecto. 10 
W SYMBOLU]( NICENUY 
The Patrem Omn.ipotente.m. The Patran is based on the 
opening movement of Cantata 121, which was written either 
in 1?29 (Duerr) or in 1730 (Smend). 
IQ! crucifixus. The Crucifixus is based on the second 
section of CantatA ~. Even though there are considerable 
differences or opinion concerning the date or this Cantata, 
all scholars agree that it was completed well before 1732, 
the date of the Svmbolqm.ll 
10smend (~.) states that the Et Resurrexit, like 
the Gloria, is ba~upon an earlier concerto Which is not 
extant. 
llspitta, Neumann, Schmieder, and Duerr claim that 
it was probably written in 1724. Smend cites, perhaps erro-
neously, that it was written as early as 1?14. 
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The ~ Expecto. This section is based on the second 
movement of Cantata ~' which was written well before the 
Mass movement. Spitta claimed 1730 as its date of origin; 
Schuenemann, Schering, and Smend assume 1728, and Duerr gives 
1729 as the date. 
The Sanctus. This movement has already been estab-
lished as not being a parody.l2 
JWWSCRIPT 1! 
In the final manuscript, three movements, the Osagna, 
the Agnus Dei, and the Dona are parodies. 
The Osanna• This is based on the opening movement 
of Cantata ~' which, according to all sources, was written 
1n 1734. 
~he Agnus Dei. The Agnus is based on the fourth 
section of Cantat1 l!· Once again, all sources seem to 
agree on 1735 as the time of its composition. 13 
ts! Dona Nobis. This movement, like the Gratias, is 
12see pp. 28,29. 
lJrhe fact that these two Cantatas were composed after 
the M!ssa and the Symbolum makes one consider the possibility 
that Bach may have had the Osanna and the .Agnus Dei in mind 
when he wrote these Cantata movements. 
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based on the second section of Cantata~ (1731). 
To summarize briefly, the following outline lists 
each movement of the Mass and indicates those movements 
which are definitely parodies and, also, the Cantatas on 
which these sections are baseda 
I. The Kissa {1733) 
Kyrie 
II. 
III. 
Christe 
Kyrie 
Gloria: Later used in the opening movement of Cantata 
12! (not before 1740). 
Et in TerJ"a 
Laudamus 
Gratiass Based on C&Qtata ~' Section 2 (1731). 
Domine Deua: Later used in Cantata 12!, Section 2 
(not before 1740). Qui Tollis: Based on Cantata ~' Section 1 (circa 
1723). 
Qui sedes Quoniam 
Cum Sancto Spiritua Later used in Cantata 121, 
Section 3 (not before 1740). 
The Smbolum Nicenum ( 1732) 
Credo 
Patrem: Based on Cantata 121, Section 1 (circa 1729). 
Et in unum 
Crucifixus: Based on Cantata ~' Section 2 (not 
later than 1724). 
Et resurrexi t 
Et in Spiri tu 
Confiteor 
Et Expecto: Based on Cantata ~' Section 2 (circa 
1729). 
The Sanctus (Smend--1736; Duerr-1724): Similar to a 
movement in Caa*ata ~ (1725) whose music is not ex-
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tant. Spitta and Smend see a similarity between 
this and the movement Preis ~ ~ of the Easter 
Oratorio (1?36). 
IV. Ib! Osanna-the Dona (not before 1?38) 
Osanna: Based on Cantata 215, Section 1 (1?34). 
Benedict us 
Osanna 
Agnus Dei: Based on Cantata ll, Section 4 (1?34). 
Dona: Like the Gratias, basea-on Cantata ~' Section 
2 (1?31). 
Thus, so far as musical scholarship has been able to 
establish, the following movements are the only sections ot 
the !!!! 1n ~ Minor which are based on extant prototypes: 
Missa 
SymbolWJ Nicenum 
Manuscript IV (Osanna-Dona) 
Gratias Qui Tollis 
Patr• 
Crucifixus 
Et Expecto 
osanna 
Agnus Dei and Dona 
This investigation Will deal with the sections in 
the order in which they appear 1n the Mass. Each discussion 
will consist of three main points: the source, the ways in 
which the parody varies from the source, and, finally, the 
probable reason for such changes as were made between the 
original setting and the later version. 
THE MISSA 
I. Gratias Agimus (Number g). The source of this 
section is the opening chorus of Cantata ~' ttWir danken 
dir, Gott," written for the inauguration of the Leipzig 
Town C~cil in St. Thomas's on August 27, 1731. In the 
Cantata the music is set to Psalm LXXV: I: 11 Wir danken dir, 
Gott, und verkuendigen deine WUnder." ("Unto Thee, 0 God, 
do we give thanks; and Thy wondrous works declare."). Both 
in the Mass and in the Cantata, therefore, the music supports 
a song of thanksgiving. Since the essential parts complement 
one another so well, the double fUgue of the original version 
exists also in the parody. The harmonic outline is also 
identical in both versions. However, in spite of the tex-
tual and structural similarities, Bach took the greatest 
care in the adaptation, as the following discussion indicates. 
The tonality of the two movements is identical. The 
lengths of the two versions are also the same even though 
the Cantata movement consists of 91 measures while the 
parody consists ot only 46. This disparity in measures is 
explained by the fact that the.original setting is in 2/4 
while.the later one is in cut time signature. 
first two measures of the parody consist of • 
Thus, the 
• • 
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The most important difference between them is the omission 
of the jubilant Sinfon1a, which prefaces the Cantata chorus. 14 
The essential reason for this omission is a matter of formal 
concern. Throughout most of the Kass, if a section ends 
with a chorUs, Bach begins the following section With an 
instrumental section. By the same token, if a section ends 
with an instrumental section, the following section usually 
begins with the ~ediate employment of the chorus. Since 
the previous movement, the Laudamus !_!, ends With instru-
ments, in keeping with the instrumental-vocal alternation 
employed thus far, the Gratias Agimgs begins immediately 
With the chorus. 15 
Another important difference between the original 
and the parody is the refashioning, wherever it occurs, of 
the musical phrase which is set to the words, 11 verkuendigen 
deine Wunder," in order to give brilliance to the word 
16 . 
"gloria." It is always rendered in a melismatic style in 
14rhe Sipfonia, in turn, is an adaptation of the Solo 
Partita for Violin in 1 MaJor. 
15smend (RR. £11., p. 103) calls attention to the 
fact that the Gratias is also arranged perfectly harmoniously 
within the entire structure of the Mass and that the second 
~e and the qratias display conspicuous relationship 1n 
tEiir construction. This makes us realize that this (the 
parody) is no blind accident--that Bach had anticipated well 
in advance the Gratias as part of an architechtonic scheme. 
16charles Sanford Terry, Ba~h: The I!!! in ~ !tlnor, 
London: Oxford University Press, 19 4, 19. 
order to convey the jubilation contained therein. In the 
Cantata, the phrase appears thus: 
.. 
In the Kass, it is changed to • • • 
•·· -
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The orchestral score of the two movements differs 
by the addition of flutes and bassoons to the Gratias J!i-
mal• The flutes, along with the first violins, support the 
sopranos; the bassoons sustain the vocal basses. Bach also 
adds a second soprano part which doubles the first soprano. 
Once again, this doubling is doubtless due to Bach's desire 
for greater dimension in the Mass; all aspects are increased 
in scope. 
Normal changes for textual considerations are made 
in this setting. Consider, for instance, the change in the 
39 
initial phrases 
1h! Cantata 
Throughout the entire version, changes like this are apparent. 
As Sm.end points out, "there is always an immediate relation-
ship in the musical consistency, the declamation, and the 
contents or the two versions. Were it not for the extant 
prototype, we would never have assumed that the score of the 
Gratias had not been originally composed to the Mass text." 17 
17sm.end (~. cit.), p. 110. 
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II. ~ Tollis {Number~). This section is borrowed 
from Cantata i2, "Schauet doch ~ sehet," written for the 
Tenth Sunday after Trinity circa 1727. 18 The appropriate-
ness of the transformation is quite apparent. The Cantata 
movement is set to Lamentations I: 12: "Schauet doch und sehet, 
ob irgend ein Schmerz sei, wie mein Schmerz" ("Behold, and 
see if there be any sorrow like unto my sorrow"), a text 
naturally recalled by the~ Tollis. 
Once again, the iY! Tellis discards the short Sinfon-
ia which opens the Cantata chorus. It is obVious that it 
exists in the Cantata as an introduction to the chorus. It 
is not at once clear, however, why Bach discards it in the 
Mass, for this is the first time in the entire composition 
that he has not alternated chorus and 1nstruments. 19 The 
previous section, the Domine ~' ends With two voices and 
goes immediately into the~ Tellis With no intervening 
instrumental section. Musically it may seem inconsistent, 
considering the pattern of alternation which has been estab-
lished. Textually, however, such is the only possible se-
quence. The Domine ~ is a simple address to God:. 
18smend gives 1723-27; Duerr gives 1723. 
19see P• 3'7. 
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"Lord God, heavenly King, Father Almighty, o, 
Lord, the only begotten Son, Jesus Christ Highest, 
Lord God, Lamb of God, Son of the Father" 
The Qui Tollis is the conti.rmation of this phrases ". • • 
That takest away the sins of the world, have mercy upon us, 
receive our prayer." To interrupt these two sections with 
an instrumental section either at the end of the Domine 
~ or at the beginning of the ~ Tollis would be an in-
terruption of text. 
The second major variation between the original and 
its adaptation is that the concluding fugue of the Cantata, 
"Der Herr hat mich voll Jammers gemacht," is omitted in the 
Mass. 20 The main reasons for the omission is that there was 
simply no textual demand for a tu.gue. In the Cantata, how-
ever, the fugue was appropriate, textually as well as formal-
istically, as a setting for the words • ••• for the Father 
has abundant lamentations." Whenever a plural is used, 
Bach often utilizes imitative writing. 
As a second reason for this omission, it should be 
mentioned that Bach prefaces the ninth section, the ~ sedes 
20smend (~.cit., p. 98)points out that in spite of 
the fact there are omissions in the parody, the Qyi To~lis 
is no piecework--no "torso." Smend' s enthusiasm for t e en-
tire subject of Bach's parodies is, in fact, nowhere more 
evident than in his discussion of this section, e.g., "Ich 
glaube Vielmehr, dass der Satz gerade in diesem Ausschnitt 
in dar Lage 1st, die Funktion zu ertuellen, die Bach ihm Zu-
sammenhang des Gloria-Teiles Seiner 'J41.ssa' zugedacht hat." 
He also presents interesting data (p. 100) about the Cantata 
as compared with the Mass manuscript. 
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~ dextram, with a brief instrumental section. In so doing, 
he returns to the original alternating formal structure. 
Aside from the two omissions just mentioned, the 
Qui Tollis is structurally identical With the original. The 
harmonic outline is, once again, also the same. The keys 
are different, however, the original being in D minor while 
the Qui Tollis is in B minor. There is also a necessary re-
construction of the principal theme because of textual 
demands. 
The Cantata 
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The most obvious alteration occurs 1n the rhythm of 
the first two notes, from two quarters to two eighth notes. 
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This change is, of course, due to the change in the rhythm 
of the text. 
In the Cantata, the voices (S. !. T.) are reinforced, 
from the second entry of the sopranos at bar 13, by a Tromba 
di tirarsi (slide trumpet) and two Oboi da caccia (alto 
oboes). These instruments are omitted from the Qui Tollis, 
nor does Bach employ them elsewhere in the Mass. It might 
-be that Bach, writing the Cnatata for a particular occasion, 
-
wrote the trumpet part tor a certain trumpet player who 
happened to be available for the presentation of the Cantata. 
It also might be that Bach felt the text of the ~ hollis 
a little too severe to justify the inclusion of the brilliant 
trumpet or the pastoral alto aboe. There is one more pos-
sibility. Bach wrote the Cantata for the St. Thomas singers. 
He may have felt that they needed instrumental reinforcement. 
The Mass was a less functional composition, written with a 
specific purpose in mind but not necessarily for a specific 
performance and he therefore chose a more "ideal" instrumen-
tation. 
THE SYMBOLUM NICENUM 
III. patrem omnipotentem (Number lJ). This section 
is an adaptation of the opening chorus of Cantata.l2l, writ-
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ten for the feast or the Circumcision, circa 1?2921 and set 
to Psalm XLVIII: 10: "Gott, Wie de1n Name, so 1st auch dein 
Ruhm b1s an der Welt Ende11 (According to Thy name, 0 God, 
so is Thy praise unto the ends or the earth•). Thus, once 
again, the texts have a definite affinity to one another. 
In tonality, D major, the two movements are identical; they 
are also similar in formal structure and in their general 
harmonic outline. But, the original version has been sub-
jected to considerable revision. It opens with the sub-
ject ••• 
It is taken up by the altos, sopranos and basses, in the 
fifth, elev~th, and fifteenth measures, respect1ve17. In 
the Patrem pmnipotenta~, it assumes this fora: 
~'f) r r r 1; r f 1 J r r r 1 r?J r L I J i 11 
?., .. tte~ ,,... ,;. ~·-1"~" .. 1'c~tt;~.f~~ CD&-Ii • e1 .,;-: I 
'/fJ j J lfill(jir ~-
ri' _j.,, . 1"~ · • · ~vr ooc • J, lt fct' • t-"'· 
- --- , - ~_l~---- ----~- ------ ~-- ------------ ~-~ 
21Alfred Duerr, "~ Chronologie ~er Leipziger Vokal-
werke l· .§.. Bacha," Bach-Jahrbuch, XLIV 19~?) 1~9 (Smend 
gives 1?30). 
This is not always the form of the main theme throughout the 
parody movement. 22 For instance, in measure 38 of the paro-
dy, the rhythm of the theme is 1~ ! J J 1 J ~ # f etc. 23 
J4&ny" of the changes in the melodic line are due to textual 
necessity. Bach Will avoid the occurrence of open vowels 
on quarter notes by using eighths. As an example, one 
might consider the seventh measure of the theme in the Mass: 
.8 
and compare it With its couhterpart in the Cantata& 
22 In the original version, the the .. remains unaltered. 
23 Compare it With measure 43, alto; 47, tenor; 51, 
bass. Smend (~. cit., 132)contends that the alto in measure 
43 drew immediately upon.the sense or the new version. He 
also Joints out With the aid of a reprint of the manuscript 
the way in which Bach made corrections in measures 47-51. 
The necessity for the corrections was due to the fact that 
Bach had the original version in mind. This is further proof 
of the relationship of these two works and that the Cantata 
was definitely the earlier of the two. 
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Also, in the third &easure, the downward skip of a seventh 
followed by a leap of an octave is much more majestic for 
the Patrem omnipotentEID than was the original line. 
s 
-
Moreover, inste-ad of beginning in the tenor, Bach begins the 
Patrem omnipotentem in the bass and, in addition to the 
viola and continuo accompaniment of the Cantata, he employs 
also oboi, strings, and the other three sections of the 
chorus. These other voices sing "Credo 1n unum Deum, " 
three times, once for each member of the Trinity. Conse-
quently, the actual parody begins in measure 7 of the Patrem. 
All of these changes are needed by the emphatic and 
important quality of the text. Bach, in his probable de-
sire to intensify the power or "credo, .. adds instruments, 
and exposes all four vocal sections 1mmed1ately.24 
24smend <RP• ~., 134)calls attention to various 
significant facts. FirSt, he points out that the religious-
philosophical link between the two versions shows that the 
choice of this section as a prototype was "not accidental 
but due to great consideration" ("1st also nicht zutaellig, 
sondern mit gross em Bedacht"). He also calls attention to 
the way in which Bach overcomes the reduction in the number 
of voices and the way in which he eliminates a break between 
the Credo and the Patrem Omnipotentem. Finally, the most in-
teresting part of his study is hiS presentation of the facts 
produced by his examination.' of the original manuscript. 
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The orchestral scheme is the same in both movements, 
and the trumpet passages are practically unchanged. Bach 
adds, however, as in the previous movements studied thus 
far, a second soprano part to reinforce the first soprano. 
But, the continuo and inner parts, vocal and instrumental, 
of the Patrem Omn!potentem are considerably re-written. Even 
in these instances, however, many or the changes are due to 
either the abundance or or lack of textual material, e.g., 
the continuo in measures 34-37 of the Cantata • • • 
as compared with the corresponding measures (40-43) of the 
Patrem Omoipotentem• 
t I' r I ;; I ' ~ 1 ~ ' -- ·-·----....- --·-- -·---------------~-
Rather than the sequential figure or the rest and three 
eighth notes of the Cantata, Bach employs a straight quarter-
note pattern. The eighth-note figure of the Cantata is 
needed to fill in between the text. In this section of the 
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Mass, however, the text is continuous so he uses a straight 
quarter-note pattern as a foundation. There are many other 
contrasts between these two sections which result\ from 
Bach's desire for massiveness in the later version. He ex-
presses this continually by changing intervals of seconds of 
the Cantata to leaps of octaves, ninths, or sevenths in the 
Mass (as was observed in the differences of the initial 
melody of the two respective sections25). Another instance 
of similar modification is the slight but meaningful varia-
tions of the bass line in measures 46-50 ••• 
and the Equivalent measures (5'2-5'6) of the Patrem Omnipotents. 
25'sees pp. 44-46. 
The other changes of this section are negligible. 
At this point, however, it might be mentioned that many of 
the changes made in the re-writing of the "borrowed" sections 
of the·Kass are due simply to the desire for a change. Bach, 
like all composers, felt that there is no single or perfect 
treatment of any melodic line, that there are many possibili-
ties. It may also be said that many of the changes are due 
to Bach's increasing power and maturity as a composer. This 
Cantata, for instance, was written in 1730, at least five 
years earlier than this section of the Jl!! in ~ Minpr. 
IV. Cruc1f1Xus Est (Number 12). This section is 
borrowed from the opening chorus (measures 1-49) of Cantata 
~' written for the third Sunday after Easter (Jubilate) in 
1724 but founded, perhaps, on an earlier Weimar composition. 
The words of the Cantata movement, probably by Salomo Franck, 
bear an obvious affinity to those of the Crucif1Xus: 
"Weinen, klagen, 
Sorgen, Zagen, 
Angst und Not 
Sind der Christen Traenenbrot, 
Die das Zeichen Jesu tragen." 
("Sorrow, sighing, 
Trouble, crying, 
Dread and fear, 
Are the Christian's daily share, 
Signs are they of Him who bore them.") 
Thus, once again, extra-musical considerations are doubtless 
a major factor in borroWing this particular material. 
Als9, once again, the Cantata is prefaced by a short 
Sinfonia of 16 measures, which is omitted in the Mass. As 
in the previous contrafacta where such omissions occurred, 
there is no need for a fUll-scaled introduction, and, in 
its place, Bach substitutes an introductory statement ot 
four measures of the ground-bass on Which the whole movement 
rests. Consequently, since the Sinfonia constituted an 
entire section or the Cantata, the parody is lengthened by 
the four-measure introduction. 
Accompanying this ostinato introduction, Bach employs 
simple figures which are to appear in the section proper, 
for the flutes, violins, and viola. This ostinato, however, 
is somewhat different than that employed in the Cantata; 
. 
its more pulsing and repetitious rhythmic treatment yields 
an intensified musical effect. In Cantata l!Q. ~' the 
basso ostinato appears, in F minor, in this form: 
In the Mass, transposed into E minor, it appears in the 
following form; each note or the original motif is now 
repeated: 
)12'il4Jrrrr RiiWnn iJJ,aJJ! IJJlJJJ IJJ, 
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The latter version is much more "pathetic" in nature, the 
repeated descending chromatics being especially symbolic of 
~ •• and was buried." By elongating the musical descent, 
Bach extends the significance of the tragedy. This change 
becomes even more impressive when one considers that the 
long descending "sadness• is actually a preparation for the 
contrasting 11And the third day He rose again." 
From the entry of the voices at measure five of the 
Crucifixus, the formal and harmonic structures of the two 
movements are the same and textual changes are infrequent. 
The viola II, and bassoons are, however, omitted from the 
Mass movement and the instrumental accompaniment is improved 
and recast throughout. The omission or these instruments is 
not particularly surprising since Bach adds flutes to the 
new movement and since he has employed them together in four 
out of the previous fifteen sections. 26 Even so, none of these 
2~Yrie, Gloria, Gratias Agimus, QB! Sancto Spirits. 
employs a second viola part. Also, all of them are "tutti" 
choral sections and, as such, according to Bach's conception 
of the text, they demand full orchestration. 
The Crucifixus, on the other hand, certainly does 
not demand a large orchestral treatment. Here, the employ-
ment of two flutes and three strings communicates an ideal 
musical representation of text. 
In the Cantata chorus, the instruments are always 
uniformly united and, in all four-measure periods, the pas-
sacaglia is accompanied in the following manner: lJ .. d(J .. JJ 
In the Crucifixus, however, the flutes and strings often 
form individual patterns of chord groupings. 
Flutes ,.. d J 
Strings P • f f .. p f 
Other changes are also evident throug~out the move-
ment, in the basic harmonic structure as well as in the voice 
leading. Notice, for example, a comparison of measures 
10 and 11 of Weinen Klagen with their e~terpart (measures 
14 and 15) in the Crucifixus. 
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As in these measures, there are places throughout the entire 
section where halt notes or the original become quarter-
notes in the parody. 
?4 
Most of the o.ther changes in the accompaniment are, 
as stated above, probably due to a desire to improve the. 
original orchestration. The only other noticeable change 
is in the last five measures (measures 49-?3 of the Cruci-
fixus). At this point, the Crucifixus is no longer a parody 
of the Cantata movement. The winds and strings are omit.ted 
(the last five measures of the Cantata, 4?-49, are instru-
mental)and it becomes a completely vocal section. The 
chorus does not end in the key of its prototype but 1n its 
parallel key. The reason for these "newly-c omposed11 measures 
is that in the Cantata the chorus continues on to a new 
section and the brief instrumental section is, in effect, a 
codetta-type interlude between choral sections. The related 
measures are vocal in the Mass because the function of the 
flutes and strings has been totally accompanimental through-
out the section. To follow the mood Bach has established 
with an abrupt instrumental ending would be incongruous, 
since the intensity of the texture normally decreases.27 
v. ~ Expecto (Number~). This section of the Mass 
is based on the first chorus, Jauchzet, ihr erfreuten Stimmen, 
2?Karl Geiringer (The ~ Family, New York: Oxford 
University Press, 1954, 240-y-states that it modulates from 
minor to major only in this version to prepare for the glory 
of the immediately following ~ resurrexit and that Bach 
also has 13 variations instead of the original 21 and so 
symbolizes the tragedy by that ill-fated number. 
5'5' 
steiget bis .em Himmel nauf, of Cantata ~' 11Q.ill,, 11m 
lobet ~ !n der Stille," written in 1728 or 1729.28 Once 
again, the respective texts are of a similar nature, since 
the words of the Cantata aptly express the spirit of Resur-
rection: 
"Jauchzet, ihr erfreuten Stimmen, 
Steiget bis ~Himmel naut. 
Lobet Gott 1m Heiligtum 
Und erhebet seinen Ruhm; 
Seine Guete, 
Sein erbaraendes Gemuete 
Hoert zu keinen Zeiten auf." 
("Joyful shout in mighty chorus, 
Let the heavens with praises sing. 
Praise our God who reigns above, 
Him exalt w1 th thankful love. 
His loving-kindness, 
His gracious loving-kindness 
Through the ages ever ring.") 
Also, folloWing the usual pattern, the Sintonia of the Can-
tata is not included in the Mass as an introduction. It 
is, however, borrowed directly and used as the instrumental 
accompaniment in the first sixteen measures of the )1 !!-
peeto. It is probable that the reason for the change in the 
adaptation lies, once again, in Bach's desire to create 
larger dimensions in the Mass. In this instance, he doubles 
the first and second violins with first and second oboi and 
flutes. In the Cantata, the flutes were omitted while the 
28 ~ Alfored Duerr, ,sm._ill., 1:~9. 
oboi were optional. The desire to magnify is even more 
apparent when one cons!.<iers that this was an instrumental 
Sinfonia, while in the Mass it is accompanimental material 
for a full chorus. 
Another result of this desire for largeness in the 
~ Expecto is the addition of a fifth voice (the Cantata 
movement had only four voices). Instead of adding merely 
another voice, a second soprano, he transforms the entire 
polyphonic web. At the same time, the melodic material of 
the original version remains the nucleus--the reservoir, 
so to speak, for the new version. Measures 25'-5'3 are a 
good example of this. 29 In the last half of measure 51, 
however, the alto takes over the "expecto" melody which 
had been stated in the tenor. From measures 51-5'3 the 
tenor becomes the "additional voice.• A s~1lar situation 
exists in measures 69-105'. An example shoWing measures 
69-72 will suffice to document the point. In this example, 
one notices a similarity between the voice leading and that 
of measures 33 and 34 ot the Cantata chorus. 
29As Smend points out (RR.~., 140), 1n measures 
25-46, the second soprano is the aaaei voice. 
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In the second part of the Cantata, the voice parts 
enter, utilizing the same figure that was exposed in the 
instrumental introduction. 
5'8 
In the second part of the ~ Expecto (bare 17-24), B~ch 
changes the imitation and the voices enter in an impressive 
imitative fashion. 
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The change is due, onee again, to textual interpre-
tation. The text of the l4ass at this point warrants some-
thing more than the joyful siXteenth and eighth-note figure 
of the Cantata.3° Bach uses, symbolically enough, the as-
cending fugal figure. Also, he begins in the tenor and as-
cends in voice tillbre to alto and then to soprano ~lnd I 
look for the Resurrection· of the .dead"). In order to 
emphasize further this "ascent," the accompaniment employs, 
at measure 75, only the flutes and continuo, while the 
voices continue with the fugal pattern. ~ing this sec-
tion, however, the continuo and accompanimental material 
is the same as in the Cantata, and lasts until measure 61 
where the episode. introduced at bars 17-24 is repeated. 
At measure 69, the accompanimental scheme of the Cantata is 
again resw.ed, the parts, as before, are practically re-
written, and so continue to the end. Thus, the original 
version, a chiastic form, is divided in half in the parody.31 
30Smend (R2• cit., 138)points out that throughout 
this adaptation the note values are doubled (" ••• aus 
den Achteln und S.echzehntenteln des Kantatenchores wurden 
1m lateinischen Nachbilde Viertel und Achtel."). 
31aa. 
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VI. Qsanna 1n E:xcelsis (Number ~). This movement 
is taken in its entirety from the opening chorus of Cantata 
lli, "Praise dein Gluecke, gesegnetes Sachsen," a "Cantata 
gratulatoria in adventum regis," composed to celebrate, on 
October 5, 1734, the accession of Augustus III. It was 
first performed in the Leipzig market-place, where the 
townspeople and the students offered a brilliant homage to 
the reigning prince. 
Aside from the omission of the instrumental intro-
duction and the middle section of the Cantata movement, 
Bach makes only minute alterations. The key (D major), tbe 
instrumentation, the distribution of voices, and the meaning 
of the texts are, once again, similar. The Cantata text 
is as follows: 
"Pr:et.ser·dein Gluecke, gesegnetes Sachsen, 
Wail Gott den Thron deines Koenigs erhaelt. 
Froehliches Land, 
Danke dem Himmel, und Kuesse die Hand, 
Die deine Wohlfahrt laesst taeglich wachsen 
Und deine Buerger 1n Sicherheit stellt.• 
("Praise ye thy fortune fair Saxony blessed. 
God doth the throne of thy Prince firm ~stained. 
Happy thy land. · 
Give thanks to heaven. Now rev•rence the hand 
By which the fortune is daily increased 
And all thy borders 1n surety remain.") 
Consequently, the transformation confines itself, except for 
slight rhythmic displacements made necessary by the new 
text, to the removal of slur marks in the upbeats and their 
• 
replacement with simple eighth notes. Thus, while the main 
theme of the prototype reads • • • 
that of the parody is • • • 
Also, in the final version Bach writes more polished, me-
lismatie up-beats, e.g., measures 45-47 (Flute I, II; Oboe 
I; Violin I): I 
Any other changes are due to textual consideration 
and are so slight that they are hardly worth mentioning. 
In fact, this is perhaps the least artistic of all the bor-
rowed movements in the ~ Minor !!!!· It does not reveal 
the same care and finesse witnessed in the previous dis-
cussions. Notice, for instance, measures 45-47 of the 
original and the corresponding measures, 12-14, of the 
parody. 
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In measure 4? or the original version, a quarter note is 
used because the phrase ends on a single syllable; the 
double syllable or the parody (measure 14), "(ex)-cel-sis," 
caused Bach to use eighth notes.32 
32smend <RR• cfj· 180) points out by producing a 
photograph of the orig a! manuscript, tha~ Bach inserted 
the eighth notes as an afterthought--that he was perhaps 
copying "verbatum" the movement from Preise dein Gluecke. 
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VII. Agnus Q!! (Number~). The subject of this 
aria is taken from the alto aria, Ach Bleibe doch, main 
liebstes Leben, in the Ascension·oratorio (Cantata l!), 
"Lobet Gott 1n seinen Reichen," written circa 1735'.33 
This aria, like the one in the Ascension Oratorio, goes 
back to a solo section of the serenade, AH[! suess ent-
zueckende Gewalt,34 which Bach had written in 1725' on a 
text by Gottsched.35' The original text of this work be-
gan, "Entfernet euch, ihr kalten Herzen; 11 the music itself, 
however, is not extant. 
The similarity of the moods evoked by the texts is 
at once obvious. The Cantata text is as follows: 
"Ach, bleibe doch, mein liabstes Leben, 
Ach, fliehe nicht so bald von mir. 
Dein Abschied und dein fruehes Scheiden 
Bringt mir das aller g»oesste Leiden 
Ach, ja, so bleibe doch, 
Ach, so bleibe doch noch hier. 
Sonst wird ich ganz von Schmerz uageben." 
("Ah, leave me not, my dearest treasure, 
0 ne'er depart so soon from me. 
This parting is such bitter anguish, 
Without thee 11n1st my sad soul langulsh. 
Ah, yes, leave me not, 
0 ne'er depart 
Let me, dear Lord, Thy face still see, 
Else here to live I have no pleasure.") 
33charles Sanford Terry, .2:2• cit., 26. 
34smend, n. cit., 182. 
35'smend, "Bach's Himmelfahrts-Oratorium," Bach-Gedepk-
schrift, ZUrich: rnternational ~-Gesellschaft, 19;0, 42ft. 
It is transposed from A minor to G minor, a trans-
position which recalls a similar procedure in the Qui 
Tollis. 36 But, in the~ Tollis, the transposition was 
necessary because of the range of the added instruments, 
and this is not the case in the Agnus. Neither is this 
transposition due to an attempt at harmonic congruity With-
in the structure of the Mass for this movement has little 
or no relationship with either of the surrounding movements.37 
On the other hand, the original key of A minor would hardly 
have been any better.38 
The borrowed theme, as in some of the previously 
discussed sections, is made simpler in order that it may 
un1 t e W1 th the La tin words. 
The Cantata 4h•• 
36see p. 42. 
37Friedrich Blume, Festbuch Jil ~. Deutschen Bach-
l,ul, 193,, 91. 
3~lume {iQM.) feels that the Agnus J!!i, in the place 
where it appears, "in sound and style, introduces With its 
completely psychical-spiritual attitude, a totally strange 
world." Smend (!ritischer Bericht, BJgJ Bach-6H•gabe, V;i• 
II, No. 1, 182) feels that the movement in the transpos 
key is not well-adapted to this work {"nieht tuer unser Werk 
hergericht"), but was to be taken over elsewhere. 
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The Agnus Dei Theme 
This theme doe$ not enter into the solo immediately, 
however. It is prefa~ed for four measures by a simpler, 
descending melody in the alto, which is imitated by the 
unison violins. The only alterations in this obligato were 
made for the imitation of the alto solo. 
This, however, is an insertion, not an alteration. This 
four-bar phrase is a melodic entity within itself With some-
what the character of a brief melodic interlude, going from 
high D to low D. Certainly this preface to the borrowed 
material does not change or destroy it, but does serve to 
enhance it. 
Another major melodic alteration occurs when this 
tour-measure addition appears again in measure 2?. In 
addition to such melodic c~es, Bach alters the formal 
structure of the movement • • • 
1-8s 
9-13s 
13-23: 
23-2?: 
2?-34: 
34-45': 
45'-49: 
Agnus Dei 
Instrumental introduction 
Vocal section 
Vocal section ., 
Instrumental Interlude 
Vocal section 
Vocal section 
Instrumental postlude 
Ash Bleibe doch 
1-8 
No comparison 
15'-25 
25'-29 
No comparison 
5'9-69 . 
?5'-79 
As sean here, the parody is considerably shorter than its 
prototype; the entire middle section (measure 29ft.) and 
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the transition to the reprise are omitted. Yet, even though 
the form is condensed, Bach manages to insert new melodic 
material. This was seen in the example on page 
may also be sean in measures 9-13. 
• • • and 1n measures 27-34. 
• It 
Thus, in spite of the apparent incongruity or the 
choice or key, this contraractum is perhaps not so mechanical 
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as others (i.e., Blume and Smend)39 have intimated. It 
cannot be denied that, at times, rather than remain satis-
fied with the original version, Bach, for no apparent rea-
son--musical or textual--presents new musical ideas which 
causes the Agnus Dei to appear to be a neWly-composed work. 
VIII. ~Nobis Pacem (Number~). This section 
is, apart from the words and minor details, identical with 
the Gratias Agimus (Number 6) so further discussion seems 
hardly necessary. The fact that it is identical with the 
Grattas is, however, a short-coming. The Gratia! was 
borrowed from the Cantata, "Wir danlten ~, ~' wir danken 
dir,"and was a perfect adaptation, the text and music of the 
40 Cantata being especially f'-itting for a Gratias. The only 
link between this section and the ~ is that Bach wanted 
to thank the Lord for granting peace to the faithful. But 
the text is not particularly close to the music and even in 
some places wbere Bach could easily have made minor adjust-
ments, he £ailed to do so. It is perhaps the most mechani-
cal and the least successfUl of' the contratacta in the ~ 
Minor lfass. 
39see footnote 38 of this chapter. 
40see p. 35. 
SUMMARY 
I. The M1ssa 
A. Gratias Agimus (Number 6) 
1. Based on 'Cantata 29, section 1 (1731) 
2. Similarities 
a. Spirit or the text 
b. Doul?le t'ugue 
c. Tonality 
d. Length 
e. Harmonic outline 
r. Form 
3. Differences 
a. Omission or the introduction 
b. Instrumentation 
c. Main theme 
d. Alterations due to text rhythm 
e. Alterations due to text content 
t. Voices 
g. More florid 
B. Qui Tellis (Humber 8) 
1. Based on section 1 of Cantata 46 (1725) 
2. Similarities 
a. Spirit or the text 
b. Form 
:s. Differences 
a. Omission of the introduction 
b. Omission of the concluding fUgue 
c. Tonality 
d. Main theme 
e. Instrumentation 
f. Alterations due to text rhythm 
II. The Symbolum Nicenum 
A. Patrem omnipotentem (Number 13) 
1. Based on section 1 of Cantata 171 
2. Similarities 
a. Spirit of the text 
b. Tonality 
c. Form 
d. Harmonic outline 
e. Instrumentation 
3. Ditferences 
a. Main theme 
b. Voices 
c. Alterations due to text rhythm 
d. Al tera tiona due to text content 
e. More florid 
t. Additional phrase markings 
g. Length 
h. Order of voice entries 
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B. Crucifixus 
1. Based on section 1 of Cantata 12 (1724) 
2. Similarities 
a. Spirit of the text 
b. Form 
c. Voices 
8. Differences 
a. Omission of the Sinfonia 
b. Length 
c. Tonality 
d. Instrumentation 
e. Alterations due to text rhythm 
r. Alterations due to text content 
g. Main"' theme 
h. More florid 
i. Phrase markings 
j. Harmonic outline 
k. Voice leading 
1. Rhythmic distribution 
m. Individual patterning of the flutes and strings 
n. Improvement and recasting of the instrumental 
accompaniment 
o. New key for final cadence 
c. Et Expecto (Number 20) 
1. Baaed on section 1 of Cantata 120 (1728 or 1729) 
2. Similarities 
a. Spirit of the text 
b. Tonality 
3. Differences 
a. Omission of the Sinfonia 
b. Form 
c. Alteration or main theme 
d. Alterations due to text rhythm 
e. Alterations due to text content 
.r. Less florid 
g. Different phrase markings 
h. Harmonic outline 
i. Instrumentation 
j. Augmentation or chorus 
III. Manuscript IV 
A. Osanna in Excelsis (Number 22) 
1. Based on section l or Cantata 215 
2. Similarities 
a. Tonality 
b. Spirit of the text 
c. Instrumentation 
d. Voices 
3. Differences 
a. Omission of the Sinfonia 
b. Harmonic outline 
c. Form 
d. Alterations due to text rhythm 
e. Different phrase markings 
f. Main theme 
g. Rhythmic displacements 
h. More fiorid 
B. Agnus Dei (Number 24) 
1. Based on alto aria in Cantata 11 (circa 1?35) 
2. Similarities 
a. Spirit of the text 
b. Instrumentation 
c. Introduction 
3. Differences 
a. Tonality 
b. Main theme 
c. Form 
d. Harmonic outline 
e. Alterations due to text rhythm 
r. Changes due to text content 
g. Less florid 
h. Phrase markings 
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1. Addition of tour-measure phrase to main theme 
c. Dona Nobia Pacem (Number 25) 
1. Based on Section 1 of Cantata 29 (1731) 
(See discussion on Gratias Agfmusl" 
TABLE ! 
ALTERATIONS MADE IN THE CONTRAFACTA OF 
THE MASS IN B MINOR 
GENElAL CHARACTERISTICS GRATIA$ Otll PA lREM CRliCIFIXUS 
AGIMIS Ttl. LIS 
SAM£ TOIIALI n v _It!!:_ 
DIFFERENT TIJNALin _y_ _Vi'_ 
SUE HAIM>Ifl C (lJ 'R.III£ v v , 
DIFFERENT HARMONIC (lJlliNE ,. 
SAM£ FOUtAl SlRUClUR£ v v ~ ~-
OIFFD£1tT FtlfUtAl SlRUtl!R£ 
SAME IIJMER Of IEAStlt£S a/ 
FEWER "£A9JRES v 
ANII TIONAL IEA9JR£S v v 
OMISSI«* (J IN'IaOOUCTIOM ....,. t/ 
AODITIOI OF llflRODJ CTII)I ,/ 
INlYUXUCliOII (J' SAl( LEN61M 
I H 1ROOOCTI ON OF tU FFE1£N T l£N6 1M 
I OENTI l'Al INSlRtJIENTA 11 ON v 
AlltR£e t NS1IMI£NTA 11011 , 
REAJC£1' I MS1RUIII£NTA n lW v 
AUGM£N1EO IIIS1RUIII£NTA nON l/' 
SAME ¥01 trS (YOI Cl:l ,/ 1/ ,.,. 
Dl FFEREitT WJ1 C£S ( Wll ttl 
SMALLER OfCilJS 
LARGER OfCIIIS I/ , 
SIMILAR 1£XT 'IEANIN& 1/ v ~ _j,t"'_ 
DIFFERENT lEXT .rANIN& 
04Mf6ES Ill£ TO TEXT "£ANI Mi 
SANE lEXT RtfY lfll 
f'IFFERENT lEXT RHTlHM 
OfAN6£S Ill£ TO lEXT RHYlHM 1/ ~ ,., V' 
OIAIE£S DUE lO RAIIiE LUIITAnONS 
All£RAll011 (J' MAIN 'lf£11£ v y v ,. 
AOOITIOIAL PHR~S£ MARkiNGS ~ 
....L 
OIFF£R£MT PHRASE MARifiNES ~ 
or rtt»fll v 
"" 
£;!'!' 
LESS FlOUD 
--
-
?4 
ET OSAN* A&IIUS 
EXPECTO 
~ 
""" ,., 
... 11/' _v"' ~ 
Jf!'._ ., ~ 
~ ,.,., 
~- '!. ' ,.. 
-~ it"" 
,._. ':.;:_ 
~ 
. .- . 
··,r L 
. 
"""""' 
., 
·' 
_g_.;· v 
,.,., 
~ ~ ,..,.. 
' 
~ ~ ~ 
_lL_ 
.v- ~ 
~ , ~ 
v v 
------
.-CHA=P;.;;T;.;;;;1Ea,;;H !! 
~ CHRISTMAS ORATORIO 
Introduction. The study of the Christmas Oratorio 
will follow the same procedure as that or the Mass in B Mi-
-----
nor. The alterations found in this work are not so extensive 
-
as those ot the previous composition but there is still one 
common factor in all the borrowed sections--the similarity 
between the mood ot the text of the original setting and its 
later adaptation. Bach's adherence to the concept ot musi-
cal representation ot text naturally existed in these earlier 
cantatas; the music is written to convey and enhance the text. 
Consequently, it two texts were ot the same nature, the music 
ot one •ould be suitable for the other. As a rule, the 
changes which are made in the adaptations are due to three 
factor•; congruity or formal or orchestral design, considera-
tion of the new text and its accents, and preference tor the 
ideaL over the functional. 
Once again, it has been the opinion of some that Bach 
inserted contrafacta as a time-saving device and, as a re-
and content or the composition. It 
is true that the word •oratorio,• given by Bach himself is 
rather misleading. The work is in reality a chain or six 
cantatas. It was written tor the six festive days of the 
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Leipzig liturgy. On the three days of Christmas the Birth 
of Christ was illustrated; on New Year's Day, the Circumcision; 
on the first Sunday in the year and the feast of the Epi-
phany, the persecution by Herod and the adoration of the 
Kings. In the church view, these constituted a whole, but 
one intended for six consecutive days. This work then should 
not be considered an oratorio in the modern sense of the word 
buc only in the liturgical sense. The fact that it is sub-
divided into cantatas is further justification tor the use 
of contrafacta because it was more common to utilize mate-
rial from one cantata to another than to do so in any other 
idiom. 
Stylistically, the use of secular resources in this 
Oratorio is valid for still another reason. There are cer-
tain t~es during the church year when the lighter vein of 
secular thinking is not only acceptable but desirable. 
Christmas is the best example. The festive cheerfulness 
and lighter character are its principal features and so it 
is in the Christmas Oratorio. The transfer of secular com-
positions is, in fact, the main source of this atmosphere 
in the Oratorio. 
Before beginning the initial investigation of this 
composition, it is necessary once again to establish defi-
nite dates for the compositions involved herein. In doing 
so, there is not so much difficulty here as in the discussion 
of~ the !!!! !a~ Minor. All sources agree that the first 
performances of the six cantatas making up the Oratorio 
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(BWV 248), took place on the holidays during the end of 1?34 
and the beginning of 1?35. The actual cantatas tall chro-
nologically as follows: 
I. Jauchzet, troblocket (1734) 
II. Und es waren Hirten (1?34) 
III. Herracher des Himmels (1734) 
IV. Fallt' •1t Danken (1735~ 
v. EbRe sei dir, Gott, gesungen (1735) 
VI. Herr, wenn die stolzen Fe1nde schnauben (1735) 
Within these six compositions, eleven sections have 
been tir.mly established as being parodies based on sections 
of three extant compositions, Cantatas 213, 214, and 215. 
Here again, the dates have been accurately established; 
Cantatas 213 and 214 were composed in 1733 while ~antata 
215 originated in 1734. The following list shows the parody 
sections of the Oratorio, their prototypes and dates: 
I. Jauchzet, trohlocket 
Section l (No. 1 ot Oratorio): Based on Cantata 
214, Section 1 
(1733) 
Section I (No. 4 of Oratorio): Based on Cantata 
213, Section 7 
(1733) 
Section 8 (No. 8 of Oratorio): Based on Cantata 
214, Section 7 
(1733) 
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n. ~ .!.! war en Hirten ( 1734) 
Section 6 (No. 15 of Oratorio): Based on Cantata 
214, Section 5 
(1733) 
Section 10 (No. 19 of Oratorio): Based on ·can-
tata 213, Sec-
t! on 3 ( 17 33) 
III. Herrscher ~ Himmels (1734) 
Section 1 (No. 24 of Oratorio): Based on Cantata 
214, Section 9 
(1733) 
Section 6 (No. 29 of Oratorio): Based on Cantata 
213, Section 11 
(1733) 
II. Fall t' !!!.ll Danken ( 1735) 
Section 1 (No. 36 or Oratorio): Based on Cantata 
213, Section 1 
(1733) 
Section 4 (No. 39 of Oratorio): Based on Cantata 
213, Section 5 (1733) 
Section 6 (No. 41 or Oratorio): Based on Cantata 
213, Section 7 
(1733) 
V. Ehre sei dir, Gott, gesungen (1735) 
Section 5 (No. 47 of Oratorio): Based on Cantata 
215, Section 7 
(1734) 
Thus, the Christmas Oratorio is the least problematic 
ot all the works that employ parodied movements insofar as 
?9 
1 
the dates of the original and final versions are concerned. 
As in the preceding chapter, each section will be considered 
in the order of its appearance in the Oratorio. 
Number one. Jauchzet Frohlocket (chorus). Number one 
------ ---
of the Oratorio is based on the opening movement of Cantata 
~~ a "Dramma per lus1ca,• entitled, "Toenet ~ Pauken.• 
This work, first per~ormed on December 8, 1733, was in honor 
of the birthday o~ Augustus III's Consort, the Archduchess 
Maria Joseph o~ Hapsbur@. Thus, in the very first section of 
the Oratorio, we see Bach's belief in the humanity of Christ 
displayed by "borrowing" from a birthday tribute to a mortal. 
But, as Bach's whole mode of expression was built on a true 
religious feeling, the style of the original secular piece 
was akin, not antagonistic to the style of the Oratorio. 
The instrumentation of the two works is identical; 
three trumpets, timpani, two flutes, two oboes, two violins, 
1rn view of tbe majority of opinions concerning the 
validity of the dates given here and especially in light of 
Duerr's recent article ("Zur Chronoloffe der Leipzi,er Vo-
kalwerke J. s. Bachs,"Bacn;Jabrhuch,tV;-!9~7; St .),--
this discusslon will not concern ftsel~ with the singular 
thesis o~ Charles San~ord Terry concerning these movements. 
Basically, be holds that the borrowing was the "other way 
around;" that, regardless of the fact that the Cantatas were 
performed before the Oratorio, the Oratorio movements were 
composed first and served as the prototypes for the sections 
o~ the secular cantatas. This contention, circumstantial in 
its day, is now overruled by modern musical research. 
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viola and chorus. The introductory sinfonia and the entire 
instrumental accompaniment are also quite similar to the 
original setting. The only changes consist of added trills, 
staccato and phrase markings, and occasional reductions of 
note value. 
Except for one instance, the chorus is also a fairly 
directtranscription. Most of the alterations that eccur 
ue minor ones due to textual necessity (usually from siX-
teenth to eighth notes or vice-versa). In measures 78 and 
79, however, there is a more calculated change. The Cantata 
has, in these measures, a dotted-quarter tied to an eighth 
note in the soprano, aito, and bass. This is the first 
time that Bach uses such a long note value in any voice 
throughout the entire movement. 
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The Cantata 
tt . • ; . .l" ,., . . bt ,;.~ 
---- --- ~----------------- ------= 
The reason for this augmentation is to express the word, 
"lebe." Not only do we have an exclamation, but Bach sym-
bolizes musically his Wish for the "long life" of the cele-
brant. The text of the Oratorip otters a different oppor-
tunity for textual representation and Bach does not hesitate 
to take advantage or it. He uses a jubilant coloratura to 
portr,.,-, "Jauchzd:" 
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!e.! Oratorio 
,., 
. : 
Number~· Bereite ~ ~ (!.ll.2, !!:!!>• Thia 
section uses as a model part 9 of the secular cantata, 
"Hercules ~ ~ Scheidewege.• As an intensive comparison 
has already been made by Karl Geiringer, no further dis-
cussion is required in this particular study.2· Geiringer 
points out the way in which the disparity of the text of 
the contrafactum and that of the model.was minimized by 
aKarl Geiringer, The Bach Familt' New York: Oxford 
University Press, 1954, 2!!.-rx-compar son of the general 
similarities and differences between this contratactwm and 
its model may be found in the graph on P• 126.) 
Oj 
changing tbe scoring and phrasing. '!be ·cantata text is the 
following: 
"Icb will dich nicht hoeren, 
Ich will dich nicbt wissen, 
Verworfene Wolluat, 
Icb kenne dicb nleht. 
Denn die Schlangen 
So mich wollten wiegend tangen 
Hab 1 icb schon lange 
Ze~alaet zerrissen.• 
("I will not regard thee 
But wholly discard thee, 
Contemptible pleasure, 
I value thee not. 
Like tpe aerpwnt 
Who attacked me in mJ cradle 
Thee will I stransi• 
Thou serpent, destroy thee. •) 
'":;)-'"' 
The Oratorio text is •• • 
•aereite d1ch, Zion, 
Mit zaertlichen Trieben, 
Den 'choensten, den Liebsten ( Bald bei dir zu aehn. 
Deine Wangen mueasen 
Heat• viel schoener prangen, 
Den Braeutigam aebnlichst zu lieben.• 
(•Prepare tbfselt, Zion, 
With tender emotion 
The Fairest, the Dearest 
To welcome to thee. 
With what yearning 
Must thy heart to-day be burning, 
Welcome thy dear one 
With loving devotion.") 
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Bach changed the instrumentation from violins and continuo 
to violin, oboe d'amore. and bassoon. Tbe different phrasing 
may be seen in the melodies of the respective versions.i 
!h.! -.C.-an ... :t ... a .... t ..... a
'vtr I n i 1°iD -~ p I rr II 
.,...s -~--~-- ------------·· ----~---------- - - -
The Oratorio 
-
HUmber eight. Grosser~ (]!!! !£!!). This sec-
tion is based upon part 8 of Toenet !et Pauken, 4the text 
of which reads: 
4isee P• as. 
•so dringe in daa waite Erdenrund 
Mein von der Koenigin ertuellter Mund. 
Ihr Rubm soll bia zum A.xen 
Dea gestirnten Htmmels wachsen, 
Die Koenigtn der Sachsen und der Polen 
Sei ateta dea H~ela Schutz emp~oblen. 
So staerkt durch Sie der Pol, 
So vieler Untertanen laengst erwuenachtes Wohl. 
8~ 
So 1oll die Koenigin noch lange bel uns hier verweilen; 
Und spaet, ach, apaet zum Sternen ellen." 
("Let everJ region the wide world round 
With our Pr1nceaa 1 gracious worth resound. 
Her fame doth top the heavens 
And shineth o'er their starry beacons. 
E1 er maJ the Queen of SaXODJ and Poland 
In heaven's care be sa~e enfolded. 
In her is Poland's atrength, 
Who knoweth nougnt but happiness throughout her length. 
So ma7 Her MajestJ ~or manr 7ears be with us dwelling. 
And late her ~ligbt to heaven be winging.•) 
The text or the Oratorio movement is as ~ollows: 
"Grosser Herr und starker Koenig, 
Liebster Heiland, 0 wie wenig, 
Achtest du der Erden Pracht. 
Der die ganze Welt erhaelt, 
Ibre Pracht und aler erscha~fen, 
Muss in harten Krippen schla~en." 
("KigbtJ Lord and King supernal 
Saviour dearest, God eternal, 
Thou disda1n 1 at the pomp of earth 
He whom countless worlds obeJ, 
He who all things living keepeth, 
In a lowlJ manger sleepeth.•) 
Tbese texts seem a little too diverse in nature to 
be used as a contratactum, espeeiallJ when one discovers that, 
once again, there are no major changes made in the transmu-
tation. Yet, through the subtle addition of flute, trills, 
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"' phrasing, and soft staccatos, Bach accomplishes the transi-
tion. Notice, for instance, the opening measures of the 
aria. 
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The only actual melodic change occurs in measure 66. Tbe 
Cantata baa • • • 
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The Oratorio has • • • 
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The change in the vocal part is due to the textual accent. 
Bach also alters, however, the continuo, moTing it down an 
octave. The purpose ot this change is two-told: (1) it eli-
minates any melodic conflict with the solo part and (2) it 
better represents the textual .phrase, •earthly tam..• 
Number fifteen. Frohe Hirten, !11! (Tenor!£!!). 
Tbis section of the Oratorio is based on part 5 of Toenet 
~ Pauken.S The text ot the Cantata is the following: 
•Fromae Musen. Meine Glieder. 
Singt nicht laengst bekannte Lieder. 
Dieser Tag 1ei eure Lust. 
Puellt mit Freudt eure Brust, 
1fer1't 10 !del ala Scbriften nieder 
Und ertreut euch, ertreut eucb dreimal, 
Ertreu t euch dreimal wieder. • 
(•Kindlr Muses, bear thr mother, 
Cease the songs she taught thee utter 
On this dar ot festival. 
Let rejoicing all hearts till. 
Put rour quills and tablets from re 
And rejoice re, blithesome, hearty.•) 
The text ot the Oratorio • • • 
"Frohe Hirten eilt, ach eilet, 
Eh' ihr euch zu lang' verweilet, 
Eilt das holde kind zu sehn. 
Gebt, die Preude heisst zu schoen, 
Sucht die Anmuth zu gewinnen, 
Geht, und labet Herz und Sinnen." 
("Happr shepherds, haste, ah haste re. 
Christ foretold doth yonder wait ye, 
Haste to greet Him, full ot grace. 
Seek the glory ot His face, 
Seize the pleasure, haste to win it, 
Quic~ reviving mind and spirit.•) 
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As there is less disparity between these texts than 
5'see P• as. 
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those of the preceding contrafacta of the Oratorio, there 
are fewer thematic alterations. Those that are made are to 
be found in the flute part and are due to the range and 
character ot the instrument. 
Bach, in keeping with the tenderness of the new text, 
makes extra-thematic changes, however. Instead of the pair 
of oboes, alto voice and continuo, he uses flute, tenor 
voice, and continuo. There is a resultant change of tonal-
ity--from B minor to E minor. Also, in keeping with the 
added textual intensity of the adaptation, he employs once 
again increased note values, different phrase markings, and 
grace notes. 
The other characteristics are identical with the pro-
totype. The folloWing examples represent the first four 
measures of the CAPtata and the Oratorio respectively: 
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The Oratorio 
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Starting in measure 82, there is a distinct change 
1n.the bass which is brought about by the addition of phrase 
markings, and by inverting the bass in measure 85'. There 
are two reasons tor this change: (1) in the final version, 
the lower range would have conflicted with the solo voice 
if Bach had not employed inversion and (2) in addition, 
Bach may have felt the latter figure to be better fitted 
tor the phrase, "Fuellt mit Freude eure Brust,"--it has a 
more uplifting character to it. 
!.!:! Cantata 
!a! Oratorio 
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Number nineteen. Scblafe mein Liebster (alto aria). 
------- ---- ---- ----
This is taken from the third number of Cantata 213, "Her-
------- --- ---
.;;.cu-.-l.;:;.e:.s !!, ~ Crossroads, wri_,tten tor the birthday of Crown 
Prince Friedrich tbristian (b. September 5, 1722) and first 
performed at Leipzig on Sept.mber 51 1733. The 1bole work 
glows with freshness and wealth of idea but, according to 
Spitta, "it betrays a transcendental feeling which suits 
neither the subject nor the purpose or the work." He goes 
on to say the following about the adaptation:• 
*We may congratulate ourselvea that with the exception 
ot the final chorus and the recitative, it was all transfer-
red into the Chria~as Oratorio composed a year later.• 
This section !a the lullaby in which ~he soprano, 
Wollust, (sensuality), sings to young Hercules ••• 
"Scblafe, mein Liebster, und ptlege der Ruh, 
Folge der Lockung entbrannter Gedanken. 
Scbmecke die Lust der Luesternen Brust, 
Und erkenne keine Scbranken." 
("Slumber my dear one, and take thy repose. 
Follow Earth's beckoning. Let Pleasure invite thee. 
Taste Love's sweet zest, with joy till tbJ breast 
And trom Beaut,- never bide tbee.11) 
The text or the Oratorio is as follows: 
e fhilip Spitta, ~· ~., II, 630. 
"schlafe, mein Liebster, geniesse der R•h•, 
Wache nach diesem tuer Aller Gedeihen, 
Labe die Brust, empfinde die Lust 
Wo wir unser Herz erfreuen." 
("Slumber, my dear one, and take thy repose; 
After awaken, new joy to us bringing. 
Deep in thy breast find comfort and rest 
While to tnee our hearts are singing.") 
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It was only natural that the composer should use this 
piece and retain many of the original characteristics. In 
t''le Oratorio, he augments the original orchestra of two 
violins and viola, with flute, oboe d'amore, and two oboi 
da caccia. Tbe soloist is an alto and the key is changed 
accordingly trom Bb to G. The tlute doubles the voice part 
and the oboi double the violins. But, for the rest--length, 
form, harmonic outline, and introduction--the two compositions 
are virtually 14entical. 
Beginning in measure 118, however, Bach makes minor 
changes out of consideration tor text rhythm and declamation. 
At this point, the new sixteenth notes add more of an 
"exalted• element. 
!a!, -.c.-an_t .... a-.t ..... a
I .._ 
. "" 
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'lhe Oratorio 
-
Number twentt-!2:!!£,• Herrscher ~ B~el! (chorus) • 
This section or the Oratorio is based on the tinal chorus of 
Cantata ~ whose text is the following: 
"Bluehet, ibr Linden in Sachaen, wie Cedern 
Schallet mit Watfen und Wagen und Raedern• 
Singet, ibr Museu, mit voelllgaa Klang. 
Froehliche Stunden- ibr treudigen Zeiten• 
Goennt una noch oefters die gueldenen rreuden: 
Koenlgin, lebe, ja lebe noch lang." 
("Long may the lindens of Saxony flourish• 
Long may she warriors invincible nourish• 
Sing out, ye Kuaea, your tull~tbroated son8• 
Season of gladness, in joyfulness passing! 
Grant us tor years to come happiness last ni) 
Bail to our sovereign, lite happy and 1on8• 
The text or the oratorio is • • • 
"Berracher dea Btmmela, erhoere_ daa Lallen 
Lass dir die matten Geaaenge gefallen, 
Wenn dich dein Zion mit Paalmen erboent• 
Hoere der Herzen frohlockendes Preisen 
Wenn wir dir jetzo die Ebrturcht erweisen, 
Well unsere Wohlfabrt betestiget stebt•" 
("Lord of the heavens, give ear to our voices, 
List to thy Zion, who in thee rejoices, 
Let her poor praises here give Thee deli·ght. 
Come we before Thee with loud acclamation, 
Singing Thy glory in loyal adoration; 
Even our welfare is first in Thy sight.") 
These two compositions are identical up'~i measure 44. 
The change here is not necessarily due to a diversity in the 
rhythms of the texts, for practically the same notes could 
have been used. Instead, however, Bach chooses to change 
it trODl ••• 
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to the following: 
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Again, one can only speculate. Bach may have felt the mi-
nor change to be a general improvement, but it also may be 
that the high "A" better depicts the text, "!!! Paalmen 
erhoeht.• One also notices that the baas goes up to A 
rather than down an octave as in the Cantata. At any rate, 
except tor the minor changes in these five measures, the 
two sections are identical. 
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Number twentx-~. H!II, dein Mitleid (soprano and 
bass~). This section is from section 11 of Cantata 
El3,7 the text or which is as follows: 
Hercules: "Ich bin deine, du bist meine, 
Tugend: Ich kuesse dich, kuesse mich 
Beide: Kuesse mich, ich kuesse dich, 
Wie Verlobte sich verpinden, 
Wie die Lust, die sie emptinden, 
Treu und zart und eiferig, 
Und eiferig, so bin ich." 
Hercules: ("I'm thine alway, 
Virtue: Thou'rt mine surely; 
Both: So kiss me now, 
As two souls in love united, 
Each to other troth we've plighted, 
True and staunch, and tender too, 
Hear me now.") 
The Oratorio reads: 
"Herr, dein Mitleid, dein Erbarmen, 
Troestet uns und macht uns frei, 
Deine holde Gunst und Liebe, 
Deine wundersamen Triebe, 
Machen deine Vatertreu• Wieder neu." 
(•Lord, Thy mercy, Thy sweet pity 
Comfort and give and make us tree. 
All Thy wondrous grace and favour, 
All the love we mortals wavour, 
Proofs are they or Thy fatherly constancy.") 
The former text is that or the duet in Which Hercules 
and Tugend (Virtue) pledge each other's loyalty and trust. 
7see p. 82 
The poetic similarity between the two texts is at once 
obvious; as Hercules put his trust in "virtue," mankind 
puts trust in the Lord. In the bratorio, woman is repre-
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. sented by the soprano and man by the bass, instead of the 
alto-tenor combination of the Cantata. The key is also 
changed from F to A and the instrumentation is changed from 
two violas to two oboi d'amore. 
Once again, along with these other changes, more 
care is taken with the phrasing and the ornamentation. 
Notice, for instance, the change of mood evoked by the 
mere addition of staccato markings, slurs, and a grace note 
in the few measures following the initial entrance of the 
voices (measures 18 and 19). 
Ill! Cantata 
I!!! Oratorio 
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The same technique is.seen in measures 55-57 ••• 
,!e.! Cantata 
'!'he Oratorio 
_.........,.........,........, 
There are also the usual textual considerations as 
may be seen in measures 21 and 22. 
!e!_ ... ca=n-.t..,.a t __ a
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!a! Oratorio 
Bach sometimes changes the octave ot a voice in order 
to adjust to the blending ot the different voice timbres. 
When he does this, he chooses a place that is melodically 
significant. In the following comparison ot measures 
84-86, the bass in the Oratorio could continue to descend 
as the tenor does in the Cantata, but it would leave too 
wide a gap between soprano and bass. One also notices bow 
meaningful this octave skip is in the bass, t'bll.owing a 
period in the text and once more addres~ the Lord. 
!h!, Cantata 
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Bach sometimes exchanges melodies between voices. 
In the follewing example (measures 94-98), instead of the 
soprano eontirming along the line of the alto and the bass 
along that of the tenor, as has been the ease thus far in 
this section, the soprano borrows from the tenor and the 
bass....., from the alto. 
l:e!. Cantata 
The Oratorio 
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In the last measures or the previous example, the two 
voices in the Oratorio end the phrase in parallel thirds 
while in the original version, the tenor and alto end the 
phrase in contrary motion. The change of direction is made 
for purely vocal reasons. If the tenor in the Cantata tried 
to continue a harmonically good downward parallel movement, 
he would go beyond the lower tenor range, but, the bass in 
the Oratorio can do so. Bach does not hesitate to let the 
vocal bass cross below the continuo bass, because he is fi-
guring on the sixteen-foot tone of the organ pedal and on 
the double bass jounding an octave below the 'cello. 
The contrary motion in the original setting also en-
hanced the text which at this particular point represents a 
reciprocal act--"ich kuesse dich," in the alto, and "kuesse 
mich," in the tenor. It is also noteworthy that at this 
same place in the contrafactum, where Bach has the parallel 
thirds, the text is in the first person plural, "und macht 
uns frei." The thirds thus symbolize a spirit of unity. 
From measure 115 to the end of the movement (measure 
166), the instrumental treatment is virtually identical, 
consisting mostly or a repeated accompanimental figure. 
This varies only when the voices are still. The vocal parts 
of these last 51 measures show, however, various changes 
from the original setting. Most of these are due to textual 
consideration (the text of the'Cantata is so sparse at this 
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point that it demanded ~ different treatment than the fuller 
text of the Oratori~) and vocal range limitations. 
Number thirty-siX. Fallt' au1 Danken (chorus). This 
8 
section is from the opening chorus of Cantata ~' which 
has the following text: 
"Lasst uns sorgen, lasst uns wachen 
Ueber unsern GoettersohD. 
Unser Thron wird auf Erden 
Herrlich und verklaeret werden; 
Unser Thron wird aus ihm ein Wunder machen. " 
("Let us ward him e~·er protect him, 
Scion of a noble house. 
So our power, mortals ruling, 
Glorious and in might controlling, 
Shall a hero worthy make him.") 
The text of the Oratorio movement is as follows: 
"Fallt' mit Danken, tallt 1 mit Leben, 
Vor des Hoechsten Gnaden Thron. 
Gottes Sohn will der Erden, 
Heiland und Erloeser werden, 
Gottes Sohn daempft der Feinde WUt und Toben." 
(•come and thank Him_,_ come adore Him, 
Lowly bend before His throne. 
God's own Son will redeem us, 
He our Lord's come down to save us; 
Satan's legions flee before Him.") 
A comparison of these texts (particularly in the German 
version) shows not only poetic affinity (the Cantata chorus 
8see P• 82. 
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praises Hercules while the Oratorio praises the Lord), but 
technical rhyme similarities, the like of which have not 
been witnessed thus far in the study. Each has exactly the 
same number of syllables and even ~mploys the same words at 
the end of a few of its lines (Erden--line 3; Werden--line 4).9 
In all other aspects the versions of the two works 
resemble each other. Instrumentation (2 horns, 2 oboi, 2 
violins, viola continuo, and full chorus), form, harmonic 
outline, and key (F) are identical. The instrumental 
introduction (the first 24 measures) is, except for the 
usual care taken in phrasing, etc., and except for a change 
of one note in the second oboe in the very first measure, 
also a literal adaptation of the prototype. The rest of 
the movement, except for this same type of minor change, is 
likewise identical with its model. 
aria). 
Number thirtY-nine. Floesst !!in Heiland (soprano 
10 This section is from part ~ of Cantata ~. Young 
Hercules is asking whether to follow Wollust (lust) or 
Tugend (Virtue). • • 
"Treues Echo dieser Orten 
'One cannot e3c4•de the possibility that Bach pre• 
scribed the text to Picander just as he is known to have doae 
in other instances 2 i.e., the St. Mark fassion from the Trauerode which haa been written in 1723 at the death of Queen Christiane Eberhardine. 
10see p. 82. 
Sollt' 1ch be! den Schmeichelworten 
Suesser Lockung 1rr1g sein? 
Sollt' 1ch 1rr1g sein? 
Gib mir deine Antwort: 
"Nein." (Echo) 
Gib mir Antwort: 
"Nein." (Echo) 
Oder sollte das Ermahnen, 
Das so mancher Arbeit nab, 
M1r1d1e Wege besser bahnen? Ach. so sage lieber, "Ja." . 
("Faithful Echo ot these woodlands, 
Shall I take my soul's allegiance 
Whither Pleasure bids me go? 
Give me now thine answer--No. 
No. (Echo) 
Or shall I, more wisely planning, 
Choose a path that knows no ease, 
Toil and labour never banning? 
Come, give answer quickly~~Yea. 
Yea. (Echo). •) 
The text of the 9ratorio is • • • 
"P1oesst, mein Heiland, floesst dein Namen 
Auch den allerkleinsten Saamen 
Jenea strengen Scbreckena ein? 
Jenes Schreckens ein 
Nein, du sagest selber nein, 
Du. sagst selber 
"Nein." (Echo) 
Sollt' 1ch nun das Sterben scheuen? 
•• Nein, dein susses Wort 1st da. 
Oder sollt' 1ch mich erfreuen? 
Ja, du Heiland sprichat selbst Ja. 
"Ja." (Echo)." 
("Tell me Saviour, I entreat Thee, 
Need my soul show dread to meet Thee? 
Must it then just tribute pay? 
"Nay," Thou answ'rest sweetly, "Nay.• 
"Nay.• (Echo) . _ 
Hath death terrors to affright me? 
No. Thy blessed Word's my stay. 
Should death rather not delight me? 
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Thou•llt be strong and glorious made, 
In perfection growing ever.") 
The text of the Oratorio reads as follows: 
"Ich will nur dir zu Ehren leben, 
Mein Heiland, gib mir Kraft und Mut, 
Dass es mein Herz recht eitrig thut. 
Staerke mich, deine Gnade WUerdiglich 
Und mit Danken zu erheben." 
("Thy name alone shall e'er inspire me, 
My muse instruct with art and skill, 
And my poor heart with ardoill' fill. 
Give me power to extol Thee every hour, 
And with thankful lips to choir Thee.") 
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As in the Cantata, the aria in the Oratorio, is for 
tenor, but this time the key is changed from E minor to D 
minor in order to fit the key pattern of the Oratorio. The 
instrumentation changes also from the oboe, Tiolin, tenor, and 
continuo to two violins, tenor, and continuo. The only other 
changes are, again, minor ones; a few to fit the syllables 
ot the new text, skips of an octave in the continuo to fit 
the lower range, and a few melismas in the vocal part that 
did not exist in the original such as in measures 46 and 47. 
The ·Cantata 
-
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~Oratorio 
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As in the three previous settings, it is significant 
that Bach makes no major changes in this adaptation. An 
examination or the movement, completely apart tram its pro-
totype, will show, however, that no such changes are neces-
sary--it is as perfect a setting as any or the original 
movements. The very first measures or the voice line display 
.. 
the perfect fusion of the text with the exact music of the 
.~~~:~·t~. 
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Tbe force of the octave skip to represent the determination 
of "Ich will," and the two and one-half measures of sixteenth 
notea on the first syllable of "leben,"--both are common Ba-
chian prosodic techniques and are exemplary of this fusion. 
The same principle of sixteenth notes occurs with the word 
"Gnaden" (Grace) • 
• 
Number forty-seven. Erleucbt' auch (baas aria). 
---
This section is taken trom section 7 of an unpublished 
secular cantata (lumber 215), ·~P•r•••i•s•e ~ Gluck,• written 
tor the succession of Augustus III to the throne of Poland-
Saxony, October 5, 1734. Tbe libretto of this Cantata was 
·U" written by Johann Christoph Clauder. Tbe key is changed 
trom D to A and the instrumentation tram two tlutea, so-
prano voice, and two violins to oboe d'~more, bass voice, 
and continuo. The Cantata text ia as follows: 
-nurch die von Eiter enttlammeten Watfen 
Feinde bes~rafen 
12 Henry S. Drinker, Texts of the Choral Works of Johann 
Sebastian Bach in E~lish Translatron;-New York: AssoCiation 
of Amerlc~l!ege~rts Program, !II, 528. 
Bringt zwar Manchem Ehr' und Ruhm, 
Aber die Bosheit mit Wohltat vergelten 
Ist nur der Halden, 
Ist Augustus' Eigentum." 
("All foes to humble, destruction to deal them, 
Gloriously warring, 
These bring honour, power, and ~ame, 
But 'tis ~orgiving, ~or 111 good returning, 
A hero's showing, 
And August great doth name.") 
The Oratorio text is as ~ollows: 
"Erleucht' auch maine finstre Sinnen, 
Erleuchte mein Herze 
Durch der Strahlen klaren Schein. 
Dein Wort soll mir die hellste Kerze 
In allen meinen Werken sein; 
Dies laesset die Seele nichts Boeses beginnen." 
("Enlighten, Lord, mJ soul within me. 
Illumine my being 
With the brightness of Thy Face. 
Thy holy Words, so brilliant shining 
Will guide me in the ways of grace; 
It lighteth my pathway 
So shall I Ne'er leave Thee.") 
In spite of the fact that the texts are dissimilar, the 
112 
two works are virtually identical for the first 71 measures. 
Measures 12-s• display considerable variation, however. 
This is not necessarily due to consideration of the syllables 
for the Oratorio employs similar r~tbmic patterns to those 
of the Cantata. The difference lies essentially in a new 
choice of melodic direction and harmony. The following 
examples represent the measures in discussion: 
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• • • • • • 
11~ 
The major harmonic changes occur between measures 77 
and 82--where the Oratorio section begins the long melisma 
on the first syllable of "allen.• In the respective measures 
ot the Cantata, Bach bas a series of V-I harmonies while in 
the Oratorio, he goes to VI-II which results in the tonali-
ty of B minor tor these few measures. It may be that Bach 
felt that the phrase, "allen meinen Werken• called tor minor 
tonality rather than the major which suited, •rat nur der 
Helden." Again, the change may have been due to his desire 
tor musical improvement. 
Whichever the case may be, once again the important 
point is that Bach did take the time to make changes where 
he might well have let a section remain in its original form. 
Certainly in this instance the change was not necessitated 
by rhythm of the syllables tor both lines are florid at this 
particular point, and the melody could suit either text 
equally well. So, although the second version is different, 
the changes were made doubtless tor purely musical Deasons. 
Towards the end of this example, Bach gradually returns to 
the harmonies and melodic direction of the Cantata version 
so that in measure 84, the two are identical. Tbe remaining 
measures in this section, 85-144, are closer to the original 
with only a few changes for textual considerations in order 
to better depict a word such as •E:t-leucht" in measures 92-94. 
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The same thing appears in measures 110-112. • • 
'lbe Cantata 
-
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SUJOWlY 
I. Number 1 
A. Based on section 1 of Cantata 214 (1733) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Tona1i ty 
4. Form 
5. Harmonic outline 
s. Length 
7. Introduction 
8. Voice 
c. Differences 
1. Alterations due to text rhythm 
2. Alterations due to text content 
3. Phrase markings 
4. More florid 
II. Number 4 
A. Based on section 9 or Cantata 213 (1733) 
B. Similarities 
1. Tonality 
2. Form 
3. Introduction 
4. Spirit or the text 
5. Voice 
118 
s. Differences 
1. Harmonic outline 
2. Length 
3. Instrumentation 
4. Alterations due to text rhythm 
s. Alterations due to text content 
e. Phrase markinga 
7. More nor1d 
III. Number 8 
A. Baaed on section 8 of Cantata 214 (1733) 
B. Similarities 
1. Melodic treatment 
2. Form 
3. Harmonic outline 
4. Length 
5. Introduction 
6. Voice 
c. Differences 
1. Spirit ot the text 
2. Instrumentation 
3. Alterations due 
4. Phrase markings 
5. More florid 
6. Dynamics 
IV. Number 15 
to text rhythm 
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A. Based on section 5 or Cantata 214 (1733) 
B. Similarities 
1. Spirit of the text 
2. Form 
3. Harmonic outline 
4. Voice 
s. Length 
6. Introduction 
c. Di:fferences 
1. Alterations due to text rhythm 
2. Alterations due to text content 
3. Tonality 
4. More florid 
s. Phrase markings 
6. Instrumentation 
7. Alterations due to range limitations 
v. Number 19 
A. Based on section 3 o:f Cantata 213 (1733) 
B. Similarities 
1. Spirit ot the text 
2. Length 
3. Form 
4. Harmonic outline 
s. Introduction 
c. Differences 
120 
1. Tonality 
2. Augmented instrumentation 
3. Alterations due to text rhythm 
4. Alterations due to text content 
5. Alterations due to range limitations 
6. Voice 
?. More fiorid 
a. Additional phrase markings 
VI. Number 24 
A. Based on the final chorus or Cantata 214 (1?33) 
B. Similarities 
1. Instrumentation 
2. Spirit of the text 
3. Tonal! ty 
4. Form 
5. Harmonic outline 
6. Length 
? • Voices 
a. Introdlction 
·c. Differences 
1. Alterations due to text rhythm 
2. Alterations due to text content 
3. Phrase markings 
4. Additional phrase markings 
5. More florid 
12l. 
VII. Number 29 
A. Based on section 11 of Cantata 213 (1733) 
B. Similarities 
1. Spirit ot the text 
2. Form 
3. Harmonic outline 
4. Length 
5. Introduction 
c. Differences 
1. Tonality 
2. Voices 
3. Instrumentation 
4. Additional phrase markings 
5. Alterations due to text rhythm 
6. Alterations due to text content 
7. Alteration due to voice timbres 
8. Alterations due to range limitations 
9. Voices 
10. llain theme 
11. Phrase markings 
12. Exchange of melody between voices 
VIII. Number 36 
A. Based on section ot Cantata 213 (1733) 
B. Similarities 
1 •• pirit or the text 
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2. Instrumentation 
3. Introduction 
4. Tonality 
s. Form 
6. Harmonic outline 
7. Length 
a. Voices 
9. Text rhythm 
c. Differences 
1. Alterations due to text rhythm 
2. Additional phrase markings 
IX. Number 39 
A. Based on section 5 of Cantata 213 (1733) 
B. Similarities 
1. Spirit of the text 
2. Form 
3. Harmonic outline 
4. Length 
5. Introduction 
6. Instrumentation 
c. Differences 
1. Voice 
2. Alterations due to text rhythm 
3. Alterations due to range limitations 
4. Additional phrase markings 
x. Number 41 
A. Based on section 7 or Cantata 213 (1733) 
B. Similarities 
l. Spirit or the text 
2. Form 
3. Harmonic outline 
4. Introduction 
5. Length 
c. Differences 
1. Tonality 
2. Instrumentation 
3. Alterations due to text rhythm 
4. Alterations due to range limitations 
5. Voice 
6. Phrase markings 
7. More florid 
XI. Number 47 
A. Based on section 7 or Cantata 215 (1734) 
B. Similarities 
1. Form 
2. Length 
3. Introduction 
c. Differences 
Harmonic outline 
2. Instrumentation 
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3. Voice 
4. Spirit or tb.e text 
s. More florid 
s. Additional phrase markings 
7. Alterations due to text rhythm 
a. Alterations due to text content 
TABLE II 
ALTERATIONS MADE IN THE CONTRAFACTA OF 
THE CHRISTMAS ORATORIO 
IENERAL CHARACTERISTICS I 4 8 15 19 24 29 
SAME TONAlllT ,/ l/ v .,. 
DIFFERENT TONAliTY V' _1/ v 
SANE HARQ I C ru TUN£ V"' .,/ , v' 1/ v 
DIFFERENT HARMON! C QJTLINE .,;' 
SAllE FlW!MAl SlRUCltlR_E L L 
-""'-
, V' , ~ 
DIFFERENT FORMAl STRUCltlRE 
SAME NUMBER Of MEASURES ./ v ., t/ .,. ,. 
FEVER MEA!JRES 
~ODI TIONAl MEASURES ,;' 
OMISSION OF INlRODUCTION 
ADD I TION OF I NlRODtJCTI ON 
I}TROOU CTI OM OF SAME lEN61H ,/ I/' 1/ , v 1/ v 
fNlROilJCTION «F DIFFEPENT lENGTH 
I DEN Tl CAl I NS TRUNE NT ATI ON V"' v 
Al TfRED INSlRUNENTATION 
*" 
y v 
iEOUttO I NSTIIJMENTA Tl ON 
AUGMENlED I NSTIJ MENTA Tl ON y , v 
SAME VOl CES (¥01 CE) £ ~ L ~ ,. 
Dl FFERENT YOI ttS (VOl CE) 
"" 
.,. 
SNAllfR Of!IUS 
LAR6ER Of«<US 
Sl MILAR lEXT llfEANI N6 .,. ~ L _lt"_ .,. ~ 
01 FFERENT lEXT ME ANI N6 v 
!HAN6ES OOE 10 1£XT MEAN I N6 
"' 
.~ ,., ,/ .,., ,/ 
SANE 1EXT RHY1UI 
Dl FFERENT 1£XT RHYlHM ,. , .,;' ,/' , ~ , 
OIAJEES llJE TO 1£XT II!YlHM It':. L ., v , L 
"' OfAIEES DU£ 10 RANGE LIMITATIONS ., V' ~
ALTERATION OF MAIN ltEM£ 
.. 1/' 
ADD I n ONAL AfRASE MARK I N6S II" .Y y ., v , ,.. 
DIFFERENT PHRA.SE MARICIN6S I/" til" L_ .,. r ,. 
MORE FLORID ./' t/ JJL!_ t/ 1/ 
"" 
_Jt"':_ 
lESS FLORID 
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CHAPTER VII 
BACKGROUND TO THE SHORT MASSES 
, Unlike the Mass 1n ~ N!nor and the Christmas Oratorio, 
there is no definite evidence that Bach wrote the four short 
Masses for a specific occasion. Three possible theses con-
cerning the background of these compositions might here be 
posed, however. 
1. Bach may have written them for the Dresden Court. 
The standard sources, Spitta, Schmieder, Neumann, etc., give 
1 
circa 1?37 as the time of composition for all four Masses.· 
As Bach was appointed Court Composer at Dresden in that same 
year, it is logical that he could have written them for that 
Court. But, in spite of the various extant smatterings of 
biographical information concerning his commissions, there 
is no evidence of him writing them specifically for the 
Dresden Court. It is likely that had they, like the Mass 
in ~ Minpr, been sent as specimens of his competence to fill 
the position he coveted, they would have been accompanied, 
as was the large Mass, by a letter recalling the applicant 
to the recorlection of his Sovereign. The Dresden archives, 
louerr (~. cij., 161) offers no new information about 
the ones in r major an G minor. He is equally as non-com-
mital concerning those in A major and G major; he gives some 
time between 1?3~ and 1?50. Consequently, circa 1?3? seems 
to be sate for all four. 
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however, yield only one letter from Bach of that character, 
and it accompanied themnuscript of the .1!11.!! 1n ]l Minor. 
In fact, to what extent Bach functioned actively in his 
Court office is one or the unsolved questions of his career. 
We cannot point to any original chamber or orchestral music 
composed, for instance, in the period 1736-~o.2 
2. The mention of Dresden brings up the second pos-
sibility. Bach had enjoyed pleasant relationships with that 
city long before he began his duties there as Court Composer 
in 1737. He had given clavier and organ recitals in the 
capital; his eldest son, Friedemann, had been appointed 
organist of the Sophien Kirche there in 1733; and he had 
established cordial affiliations With the eminent Dresden 
Court MUsicians. These associations were bound to influence 
his music. The result was a general interest in Italian 
and Catholic church music. 
So it was that Bach devoted attention to the study ot 
Palestrina, copying out a Mass of his in parts for the sin-
gers and the supporting instruments, with a figured bass. 
There is also extant a manuscript of a mass by Lotti copied 
entirely in Bach's hand. It is here significant that the 
watermark on this manuscript indicates a period between 1727 
2charles Sanford Terry, ~· cit., 27. 
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and 1736, at least one year before he would have needed a 
copy of a mass for performances at Dresden. Thus, if he was 
interested enough in the style of the Italians to copy their 
music, he also may have become interested enough in Catholic 
liturgical forms to write masses before a specific occasion 
arose to warrant his doing so. Religiously and artistically, 
however, this is the least plausible or the three possibili-
ties. 
3. The thesis held by Arnold Schering is more likely. 
It points to the possibility that the short Masses may have 
been ordered by the Bohemian Count Franz Anton von Sporck.3 
If this is correct, as Duerr points out, they were definitely 
performed for an audience whose familiarity with the cantata 
prototypes was excluded from the first.4 Thus, there was no 
reason why Bach should not have applied extensively move-
ments from earlier compesitions. 
In View of the fact that some of the adaptations 
within these four masses are not so artistic in nature as 
those of the two compositions discussed previously, the last 
possibility seems the most likely. By the same token, other 
adaptations are not so mechanical as some scholars would have 
3Arnold Schering, "~ l!.eh! Jlesse !n h-molle," Bach-
Jahrbuch, XXXIII (1936), 26r?; 
4Alfred Duerrj "Gedanken zu J.. S. Bachs Umarbeitnngen 
eigener Werke," ~ach-_ahrbuch, ~:II (1956), l03. 
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them.' The degree of artistry, as well as the more functional 
characteristics revealed in these contrafacta Will be pointed 
out in the discussion proper. 
Before dealing with this, however, it may prove bene-
ficial to list, as in the previous sections, those movements 
which are parodies, their sources, and the dates of the 
sources. In each case, the underlined date (that given by 
Duerr)6 is the one to be used in this study. 
I. Ill! Mass in g, MaJor (circa 1?37) 
II. 
Kyrie: 
Gloria: 
Gratias: 
Domine: 
Quoniam: 
Based on Cantata 179, section 1 (Neumann--
1?23-1727; Spitta--circa 1?24; Duerr--
.m.J.) 
Based on Cantata 79, section 1 (Spitta--
probably 1737; Duerr--~) 
Based on Cantata 138, section 7 (Spit-
ta--probab1y 1740; Duerr--ll&l) 
Based on Cantata 79, section 7 (Spitta--
probably 1?37; Duerr--!722) 
Based on Cantata 179, section 3 (Spitta--
circa 1?24; Neumann--1?23-1?27; Duerr!-
~) 
Cum Sancto Spiritu: Based on Cantata 17 section 
1 (Spitta--before 1~3?t WUst-
mann--1?30; Duerr--~) 
Qui Tollis: 
(circa 1737) 
Based on Cantata 1021 section 3 (Spitta--probably l?jl; Duerr--~) 
7spitta's remarks, especially concerning the Masses in 
G Major and G Minor, are quite derogatory. 
6Alfred Duerr, 11~ Chronologie der Leipziger Vokal-
werke J! • .§. Bachs," Bach-Jahrbuch, XLIV {197?), 161. 
Quoniam: 
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Based on Cantata 102, section ; (Spitta--
probably 1?31; Duerr--1726) 
Cum Sancto: Based on Cantata 40, section 1 (Spitta--1?23-1?2?; Duerr--~) 
III. The .!!!.! .!!l A Major (circa 1737) 
Gloria: Based on Cantata 67, section 6 (Spitta--
1723-1~7; Duerr--~) 
Qui Tollis: Based on Cantata 1?9, section ; 
(Neumann--1723-1?27; Sp1 tta--probab1y 
1724; Duerr--.!ZU) 
Quoniam: Based on Cantata 79, section 2 (Spitta--
probably 1735; Duerr--m,2) 
In Gloria Dei Patris Based on Cantata 136, section 
1 (Spitta--1?23-172?; Duerr--
1?23) 
IV. The .I!§.! 11! Q. Minor (circa 173?) 
Kyrie: Based on Cantata 102, section 1 (Spitta--
probably 1731; Duerr-~) 
Gloria: Based on Cantata ?~l~~ection 1 (Spitta--
1?23-1?27; Duerr--~) 
Gratias: Based on Cantata 1871 section 4 (Spitta--probably 1?j2; Duerr--~) 
Domini Fil1: Based on Cantata 18?1 section 3 (8pitta--probab1y l?j2; Duerr--
~) 
QUi Tollis and Quoniam: Based on Cantata 18? 
section 5 (Spitta-- pro 
Cum Sancto: 
bablf 1733, Duerr-- -~) 
Based on Cantata 187, section 1 
(Spitta--probablY 1732; Duer~--1726) 
CHAPTER VIII 
THE MASS IN G MAJOR 
Kyrie. The Kirie of this work is based on section 1 
of Cantata 179 1 "Siebe zu dass deine GottesfUrcht," which was ~~--~ --- -- ---- -----
written for the second Sunday after Trinity, probably in 
1723. The text of this section of the Cantata is as follows: 
"Siebe zu, dass deine Gottesfurcht nicht Heuchelei aei, und 
diane Gott nicht mit .t'alschem Herzen.• ("Trust the Lord, 
co~ thou to Him with open heart, and tear Him, and serve 
thy God not with false deception.") Once again, there is a 
similarity between the mood evoked by this text and that of 
a Kyrie. Except for the addition or 2£2! to the first and 
second violin parts, both settings employ the same instru-
mentation, using full chorus and continuo with first and 
second violins, and viola doubling respectively, the soprano, 
alto, and tenor voice parts. Each is also in the key of G 
and consists of 117 measures. One must here consider not 
only whether the choice of this movement was appropriate or 
not, but whether or not the original was improved in its 
later setting. Contrary to general opinion, the later ver-
sion seems to be a definite improvement, the original havingchar-
.'jlotvenst'i:e.s Which indicate that it was probably done hur-
riedly. Although there are many changes made in this adap-
132 
tation. none or them is of a very drastic nature, and, 
therefore. only one of each type will be documented. 
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The usual changes due to textual consideration exist 
throughout the entire movement. as seen in the bass part in 
measures 8-10. 
!h!_ Cantata 
(B 
There are also more subtle changes demanded by the 
text. For instance, in the bass part of measure 16, he changes 
the rhytbmic pattern to fit the word. "Kyrie.• 
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One notices in this same example, in measures 18 and 20, 
some minor changes that Bach made in the bass simply for 
purposes of general improvement. The changes made tend to 
give more movement than in the original and make it a po-
werful musical representation of "Lord have mercy upon us." 
A notable alteration, starting in measures 9, is the 
increased activity of the continuo. The addition of notes 
is, in tact, the most obvious change in thia contratactum, 
and, as a result, the Kzrie ia a much fUller version than the 
original, although only two oboi are added. 
The Cantata 
-
In measure 24, he makes another slight but effective 
change--the D# in the bass. 
136 
!!!.!. Cantata 
I u.S__ 
il ::1:: 1 ~~ .-
.4 ffC~ · · . J.(t\,~J J;,. " • 
•• • • ,. 
:-¥: 
' , . ~~~J 1'- lei 
"'' .. I T 
...: 
·s H,~ • • ~"; si& • he. 
T I 
-.- I 
' 
• 
The Mass 
--
' 
• I • C• '• • ; • 
• 
' I • .... , & • 
. . ''"' ~ .. 
l 
137 
Often throughout these 117 measures he will also 
enrich the texture by changing melodic direction and thus 
achieving contrary motion where it ·did not exist in the pro-
totype. 
~ Cmtata 
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Measures 54·56 (the alto) display additional improve-
ments which aid the rhythmic flow or the lines. This 
example shows, too,, bow Bach customarily increased musical 
actioh when one syllable of the Kyrie took the place or more 
than one syllable or the Cantata text; he tbus maintained 
musical interest where textual interest might be lessened. 
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In addition, it is evident that Bach made use of many 
opportunities for suspensions Which he did not use in the 
original version, as may be seen in the alto in measures 
68-71. 
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Frequently. too. the eighth-note resolution of the suspen-
I 
a1ona in the soprano in measures 73-78 were used in the Can-
£!!! tor purposes ot ornamentation. -
!a! Cantata 
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At this point in the KJrie, however, these same ornamental 
resolutions become an important climactic feature in all 
voices. In this way musical interest is created in the 
Kzrie where the text is less florid than in the Cantata. 
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It is a1so interesting to note in the previous examples 
that the continuo was used as tortitication for the voice 
parts (first the tenor and then the baas) in the original 
version. So obvious a musical device is not surprising 
since this was probably one ot his earliest Leipzig canta-
tas and, at that time, Bach may have been wary of the abi-
lity or his choir and telt that he should be on~sate ground 
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in all perfor.mances.1 No such consideration seems to have 
been required in the Mass movement; the continuo becomes 
an integral part of the polyphonic web. After an additional 
. 2 
measure of rest, it enters as an individual subject entry. 
In spite of these more internal, subtle changes, the basic 
formal pattern and the harmonic outline are the same as in 
the original setting. 
Gloria. The Gloria is based on the opening chorus of 
Cantata 79, "Gott der Herr 1st Sonn und Schild," written in - _____ ,__....__ 
3 1725 and performed again fat the Reformation Festival of 
1735, which took place on October 30, the twenty-first Sun-
day after Trinity since the proper day, October 31, fell 
on a 14onday. 4 
The instrumentation of the Cantata movement includes 
first and second trumpets (G), timpani, oboi, violins, viola, 
fUll chorus, and continuo. In tbe Gloria, the brass and 
• timpani are excluded. Both versions are 147 measures long, 
both are in the key of G, and each utilizes the same formal 
1Bach began his duties at Leipzig on June 1, 1723. 
2Tb1s may indicate that the group that first performed 
the Mass was familiar to Bach; he knew its capabilities. 
Again, Dresden comes to mind. 
werke 
3Alfred Duerr, "Zur Chronolof£e der Leipzi~er 
J. s. Bacha," Bacn=1abrbuch, Iv-t!957), 1 7. 
-- -
4 Philip Spit~a, 22• £!!•• III, 74. 
Vokal-
structure and harmonic outline. 
In spite of Spitta• s statement that Bach "sacrificed 
the noble proportion" of the prototype in the adaptation, 
one could not find a more perfect musical setting to convey 
the spirit of "Gloria in excel sis Deo •. " Spi tta himself also 
mentions the tact that the Cantata chorus is instinct w1 th 
martial vigor and the roar of battle; that the competitive 
aspect of its concerto form symbolizes the words, "Gott der 
Herr ill .§!mD yg Schild, •• and the fact that every battle 
is to be fought in the name of God. This mood is certainly 
consonant with the spirit of a Gloria. Set to the following 
text (Psalm LXXXIV, 11), the complete text of the cantata 
reveals further this spirit: 
"For the Lord God is a sun and shie~«; the Lord Will 
grace and glorify; no good thing will He withold 
them that w&lk uprightly." 
It is also significant that the first subject is given 
to the trumpets 1n the Cantata and to the voice in the Gloria. 
This is the same subject which later in the cantata (the 
third movement) serves as an accompaniment to the chorale, 
"BYD danket !11! gott,• giving further indication of the 
fitness of this adaptation to the Gloria. This is the me-
lody that Spitta describes as being "instinct with martial 
vigour and the roar of battle." In the final version, the 
additional eighth notes make these adjectives even more 
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appropriate. 
!,h! Cantata 
1e!, Gloria 
In the Cantata, the chorus does not enter until mea-
sure 45 following the instrumental introduction. In the 
Gloria, however, the voices appear, as witnessed in the pre-
vious example, in the first measure and, until measure 45, 
they duplicate the trumpet parts of the Cantata. The only 
changes made are for the usual textual adjustments or minor 
additions to make certain melodic figures more florid. 
In fact, thus far, the most notable 1f'reat~;cuf't this 
adaptation is the infrequency of any significant alterations. 
This, as has been previously stated, has caused some to feel 
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that most of the contrafacta were time-saving devices--
short-cuts, as it were, for Bach'• functional compositions. 
Yet, in spite of tbe fact that this contrafactum may have 
been made primarily for fUnctional reasons, it is perhaps 
the most intrinsically sound adaptation of all. The mighty 
fUgal section which starts at measure 45 in both the Cantata 
and the Gloria ia, it anything, even more impressive in the 
Gloria because it accampaniea the textual transition from 
" the •oloria in Excelsis Deo" to the Et In Terra Pax." Bach 
utilizes that musical form in which he achieved his greatest 
splendor for this part of the liturgical text. 
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Tbe only change made in this exposition is that the 
subject entries occur in different order. The shift is 
necessary because in the Gloria the two upper voices have 
been singing throughout these first 45 measures, and in 
order to get maximum contrast in this transition into the 
tugal "~!a terra pax," Bach'• tirat subject entries occur 
in the tenor and baas. To achieve even greater emphasis 
Bach has the bass enter an octave lower than the G below 
middle C ot the Cantata entrance. 
• 
At measure 50 in the Cantata, following this brief 
exposition ot voices, the trumpets and oboi e~ter once more 
with the first "martial theme.• In the Gloria, the melody 
is taken by the oboi alone. The timpani, used in the Can-
........ 
!!!!' is omitted here; Bach may have felt that the use of 
timpani together with the brass, was a little too theatrical 
for the Mass. The Cantata, however, may have been written 
........... 
with specific musicians and instrumentation in mind. 
At measure 60, there is a alight change between the 
trumpets ot the Cantata &n8 their counterpart, the oboi, 
in this part of the Gloria. 
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This conforms to the change made earlier at the initial 
appearance of the first subject. 
1~1 
' 
Throughout this contrafactum, the fitness of the 
adaptation is evident. In addition to the comparatively 
little need tor changes or any kind, one notices how well, 
from measure 65 on, the !!!! text fits the exact musical 
setting used in the Ca~tata, since the rhythm and meaning of 
the two texts are similar. 
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The text accents or the remaining measures, the 
Laudamus l!• of the ~ Sancto, are also so similar that 
virtually no adjustments were necessary. Orten, this sec-
tion has been termed a •jumble;• it is, rather, a powerful 
example of tugal writing in which no significant changes are 
necessary to make it expressive of the liturgical text. 
Gratias Agimus. This section is adapted tram section 
5 of Cantata 138, •warum betruebst du dich, mein Herz," _........,____ --- --
written ror the fifteenth Sunday after Trinity and set to 
a text by Hans Sachs. The probable date of composition is 
1723. Tbe text of this section is the following: 
"Auf Gott steht meine Zuversi~ht, 
Mein Glaube laesst ibn walten. 
Nun kann mich keine Sorge nagen, 
Nun kann mich auch kein Armut plagen. 
Auch mitten in dam groessten Leide 
Bleibt er mein Vater, meine Freude, 
Er will mich wunderlich erhalten.• 
("In God m7 hope is surel7 stayed 
My faith in Him confidetb. 
No more shall care and sorrow daunt me, 
No more shall povert7 appal me; 
E'en though my soul is wrapped in sadness, 
God reigns in heaven and sends gladness. 
His mercy e 1 er m7 aoul sustaineth.") 
:·A.~ the spirit of the texts d;S::J similar, so also are 
most of the other characteristics. Both the original and 
the Gratias are for bass solo; the instrumental accompaniment 
15'4 
of the Cantata is not listed in the Gesellschaft Edition but 
it is obviously the same as in the later version, two violins, 
viola, and continuo; in both versions, the key is D major, the 
tonic of the Cantata and the dominant of the Mass, and each 
composition is 165' measures long With a twenty-measure in-
troduction. In addition, the harmonic, .outline and the formal 
structure are identical. The form may be outlined as follows: 
I. 
II. 
III. 
IV. 
v. 
VI. 
VII. 
Instrumental introduction 
Vocal section 
Instrumental interlude 
Vocal section 
Instrumental interlude 
1-20: 
21-46: 
46-5'7: 
58-74: 
75-81: 
82-145s 
146-1651 
Vocal section 
Instrumental postlude 
Thus, in both versions, Bach utilizes the common Baroque 
"arch" form. The individual sections may be discussed as 
follOWSI 
1. Introduction (measures 1-20): The only changes made in 
the introduction are the usual minor alterations for general 
improvement which have been· documented in the previous sec-
tions, including such things as phrase and staccato markings 
which did not exist in the original version. The harmonies 
and melodic contour are, however, practically identical, with 
an occasional change of individual notes to improve voice 
leading. The following example will suffice. In measures 
11-12, the Cantata has ••• 
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The change occurs in the last sizteenth note of the first 
measure (first violin). In the original Bach employs the 
seventh of the chord (D), while in the Kass he uses the 
root (E). 
Even these minute changes, as exemplified in this one 
instance, show that he was concerned enough with these 
short Masses not to copy each note "verbatim" from the 6ar-
lier works. The "fifth-seventh-third" figure of the .domi-
nant seventh going to the root of the tonic is seldom seen 
in Bach's writing, the unresolved seventh and the skip or 
the tri-tone being incongruous to late Baroque style. This 
may have been the reason why the simple triad is used in 
the final version. 
2. Vocal section (measures 21-46): In the next example, it 
is clear that even in the very first measures of the solo 
part, Bach continues the technique established in the ear-
lier contrafacta--that of making the adaptation a more ela-
borate setting. In order to be congruous With these changes 
in the vocal part and the resultant spirit of the piece, 
Bach writes a more florid first violin part in the measures 
Where the voice is at rest, e.g., measure 25. As the ac-
tion is increased 1n the voice and first violin parts of the 
Gratias, however, it is decreased 1n the continuo (measures 
21 and 22) and in the second violin and viola (measures 26-
28). The increased interest in the prominent parts is there-
by balanced by less action in the other voices. 
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Such changes in the instrumental lines, however, are 
used to balance the Yocal lines because where the vocal lines 
are alike, there are approxtmatelJ no changes in the instru-
mental parts. This may be seen in the very next phrase ot 
each version. 
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The tendency seen in the example on P• 1~8 to increase 
the action in both the solo voice and the first violin in 
the Masa, while that ot the continuo and the two inner voices 
-
is decreased, is so developed in the continuing measures of 
the Gratias that the voice and first violin become connected 
intimately in the manner or a duet. This relationship comes 
about gradually and subtly and is not thoroughly established 
until measures 43-45. 
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3. Instrumental interlude (measures 46-57): Measures 46-57 
in each composition, constitote an instrumental interlude. 
It is interesting to see, aa we have noted earlier, that in 
the measures where the solo voice is absent, the instrumental 
adaptation is practically identical with the original. 
4. Vocal section (measures 58•74): When the voice re-enters 
in measure 58, the changes similar to those mentioned earlier 
are again evident. There are also a few other variants. The 
: 
-
. 
.. 
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continuo of the Cantata between measures 61 and 70 is made 
up entirely of quarter notes. I.n the Gratias it is made up. 
entirely of eighth not~s that give this section a flowing 
' qual! ty which is in J:effec:tft..,. contrast to the other sec-
tions and to the original version. 
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Another addition in the Gratias occurs in measures 68-73, 
where the strings play an E triad in repeated eighth 
~ 
notes, over the appearances of the phrase "Pater Omnipotens." 
This kind of musical representation of text leaves little 
doubt that the Mass is an improvement over the g·antata, 
and that the ~ is, contrary to What has been hither-
to suspected, a piece worthy of representing the efforts 
ot the master. 
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Both the eighth-note figure and the textual phrase appear 
three times, representing the Trinity. The figure consists 
of six repeated notes which equate the number of syllables 
in "Pa-trem om-ni-po-tens," revealing an even closer rela-
tionship between words and music. 
'· Instrumental interlude (measures 74-81): An instrumen-
tal interlude appears once again in measures 74-81 and, 
again, the two.versions are virtually identical. 
6. Vocal section (measures 82-14" 1 The remaining measures 
of the movement are chiefly repetition of the foregoing and 
as such involve similar changes between the two versions, 
e.g., a more elaborate vocal part, the repetition of' eighth 
notes in the continuo, the decreased action in the inner 
voice, and the predominance of first violin and vocal mater-
ial. There is only one actually new addition to the Gratias. 
This occurs in the final measures of the aria with the last, 
"Glori am tuam." Here, Bach adds a few significant notes 
to the strings not found in the Cantata to give a more 
vivid setting to the Gloriam. 
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?. Instrumental postlude (measures 145-165): The final 
measures of the composition, 156-165, make up an instrumen-
tal postlude virtually identical with the original, a prac-
tice Bach has followed in the introduction and interlude. 
Domine 12!B.§. This movement is borrowed from the third 
section e:f Cantata 22.£ "Gott der J!!l.!: !!! Sonn ~ Schild." 5 
Unlike the previous section, it required radical changes. 
First of all, the instrumentation is changed from violins 
I and II, soprano, bass and continuo to violins I and II, 
soprano, alto, and continuo. While the Cantata movement is 
121 measures long, the contrafactum is 129. Moreover, the 
Mass movement is prefaced by a four-measure continuo introduc-
tion which did not exist in the prototype. The harmonic out-
line and formal structure are also disrupted in the contra-
factum. 
Even the usual textual similarity between the two 
versions is non-existent 1n this case; the rather trite 
Cantata text has little in common with the pathos of the 
Domine ~. It reads as follows: 
"Nun danket alle Gott 
Mit Herzen, Mund und Haenden, 
Der grosse Dinge tut 
An uns und allen Enden· 
Der uns von YUtterleibl 
Und kindes beinen an, 
Unzaehlig viel zu gut 
Und noch jetzo getan." 
5see p. 144. 
("Now thank we all our God 
With hearts and hands and voices; 
In all His wondrous works 
Forever man rejoices; 
Who trom His mother's arms 
Hath led us on our way 
With countless gifts or love, 
And still is ours today.") 
But, Bach make• appropriate musical adjustments to 
minimize the a~orementioned disparities. Spitta says the 
~ollowing about this movement and ita adjust.entsa 
171 
"In the duet •Gott, ~ Gott,• the violins do not 
contant themaelvea wi~ contrapuntal accompaniment in 
Bach's usual manner, but paw the ground like impatient char-
gers, and burst in upon the voice parts with unrestrained 
energy. A similarity to the second movement o~ the Cantata, 
"Ein Feste ru£g' must not be overlooked; and it ia worth men-
tioning tha is movement, wben it is trans~erred to the 
~Major !!!!• has a quite dif~erent accompaniment." 
This di~ferent accompaniment occurs in the very first 
measure. The reason for the introduction in the Domine ~ 
is to accomplish the transition in tonality between the pre-
vious section, the Gratias, which is in D major and the Do-
!!E! ~' which is in A minor. The following example shows 
the last measure or the &ratias and tbe first five measures 
of the Domine Deus: ~~~ ----
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The Cantata is prefaced by a bass recitative and therefore 
it has no instrumental introduction. 
It is interesting the way in which the changes which 
Bach makes can mold a melody into a completely different 
character. The following examples will show how the 
squareness and the rigid power of the initial melody of the 
Cantata, achieved essentially by the march-like simplicity 
of the rhythm, are altered. 
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Wben comparing this with the first theme or the Domine 12!!!..!• 
one sees that the melodic direction--even the notes--are 
practically identical, but, by slight rhythmic alterations, 
by the addition or a tew slur and phrase markings, and by 
the employment ot appogiaturas, Bach creates a ~brase ot 
entirely different effect. It becomes warmly elegant in its 
'" pathos and Rococo in its grac.efulness. 
174 
-- - -·· ----- --. --~--- -------~------~--------- --- ·····- --------------- -- -
The next seven measures ('-11) show that the same transition 
is achieved in much the same way in the accompanying strings. 
Instead of the squareness of what Spitta called·"pawing the 
ground like impatient chargers," Bach has transmuted the 
phrase to give it an imploring character. The added grace 
notes, the Alberti-like treatment beginning in measure 13, 
the stacatto mark followed by the slur in measure eleven, 
all establish the same sublety that appeared in the voice 
part and it reveals, once again, more of a Rococo flavor 
· 1n its subjective elegance than one usually finds in Bach, 
especiallY in a comparatively early work. 
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In the last measure of the previous example, in keep• 
ing with the angular rigidity, the Cantata displays a conti-
nuo line of large skips. The continuo line of the Mass 
movement is much smoother. This is demonstrated even more 
vividly in the following example, which includes measures 
35-38 in the Cantata as compared with their counterpart in 
the Mass, measures 39-41: 
The Cantata _____ ........_ 
I 
J I i' J J J I 
-- ~- ----~----
The Mass 
--
The type ot change witnessed in these first few 
examples contin~es throughout the movement--change based 
on the utilization. of approximately the same notes but with 
a more gracefUl rhythmic treatment resulting in a movement 
of a different character. 
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In addition, Bach used his ~st~care in represent-
ing subtly the textual content. For instance, in the next 
immediate section (measures 15-22 in the Cantata and 19-26 
in the Domine Deus) there is more melodic variation than bas --~~ ----
existed in the previous measures or these versions. 
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The changes made in the voicea in the Da.ine ~~ although 
slight, are effective. The word "Patris" is held for a 
dotted-half note just as is the word "F1lius•--a symboli-
zation, perhaps, ot the unity of son and father. At the 
same time, the "Filius• is presented an interval of a fourth 
below the word "Patris" to symbolize the "earthliness" ot 
Christ. 
Tbe Domine Deus tollows the usual practice of all of ..................... _ 
the later versions in that the instru.ents are more active 
than they were in the original settings. In tact, in the 
first 57 measures ot the C&ntata there is fairly strlo' 
alternation between the two voices and the two instruments, 
presenting a type of concertante or polychoril. effect. 
In the Domine Deus, no such alternation exists, the instru-
-.
menta and voices are integrally balanced throughout. The 
approach in the Cantata may have been due to textual considera-
tion, for the text at this point (measures 16-22) is "Gott, 
ach Gott, verlass die Deinen nimmermebr,• and "Nimmermebr" 
is repeated. Tbe starkness, the forlorneas ot-this word, 
may have prompted Bach to treat it without accompaniment. No 
such consideration is re~ired in the Domine Deua, as may be 
-
seen in the previoua example. 
At measure 56 (measure 51 in the Cantata) the Domine 
~ beg!ns a canonic style in the voices which lasts until 
the end of the movement and which has little in common with 
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the remainder of the Cantata section. As compared with the 
Cantata, the main characteristic of this section of the ~­
!!B! ~ is again one of gracefulness with leas syllabic 
and harmonic writing and with a preponderance of a polyphonic 
and a melismatic style. 
Quoniam. This movement of the Maaa is trom tbe third 
6 
section of Cantata 1?9, the text of wnich reads as follows: 
"Palscher Heucbler Ebenbild 
Koennen Sodomsaepfel heisaen, 
Die mit Unflat aDgetuellt 
Und von aussen herrlich gleiasen. 
Heuchler, die von aussen achoen, 
Koennen nicht vor Gott beatehen.• 
("Hypocritic souls we see, 
Sodom'a apples who resemble; 
Rotten to the core they be, 
Tbough a fair outtlde dissemble. 
He who's not sincere within 
Guilty's held by God of sin•) 
~oth movements are in E minor. The Cantata section is 39 
measures long While that of tbe Mass is 43. A more distinct 
difference is witnessed in the instrumentation; whereas the 
original version employed oboe, strings, tenor voice, and 
continuo, in the Quoniam Bach employs only the tenor voice, 
a solo oboe accompaniment and continuo. There seem to be 
two reasons why the violins are omitted in the final version. 
Firat, the ~bin effect of the oboe and tenor duet is fitting 
6 See P• 132. 
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to the more pathetic nature of the text of the guoniam. 
In addition, the reduction of the instrumentation of this 
section offers contrast to both the preceding and the fol-
lowing movements whereas in the Cantata, the movement was 
preceded and followed by a recitative. ·Contrast is thus 
achieved by the addition of strings which serve only as 
fortification with their sustained chord tones. In the 
Mass, however, the Qaoniam is preceded by a fairly active 
Domine ~ conaiating of strings, soprano, alto, and conti-
nuo, and is followed by the generally full QB! sancto Spir1-
tu. Contrast is achieved in the Kass,Ltben, by the omission 
of the atr1ngs. 
Most or the changes in the later version, as in pre-
vious sections, may be attributed to a desire for more ac-
tive melodic movement. The greater melodic activity helps 
to counteract the sparser instrumentation, not only by action 
in time, but by what could be called expansion in s~ace or 
breadth--Bach will continuously augment melodic interval•~· 
Such a treatment gives the thinner version more depth, but 
in such a subtle way that the same general melodic direction 
and effect is produced, as may be seen in the first three 
measures. 
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,!a! 'Cantata 
lh! Q.uonia:a 
~5 
Because ot the omission or the strings, the oboe re-
ceives a·more independent treatment in the Mass than in the 
original version, wbere it merel7 parallela the tenor of the 
Cantata. 
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~ Cantata 
VIa. 
• fWtt, j,. ,.;tL'-'..fll'fA ~-,·· ,.. 
• 
18? 
The Mass 
--
The increase in melodic interest in the guoniam, men-
tioned on page 191 is seen most vividly beginning at measure 
17 Where even the continuo takea on a florid character. 
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!!!! Cantata 
189 
!a! Quoniam. 
It should be noted that tbis phrase 1a four measures longer 
in the Quoniam tban in tbe Cantata where tbe phrase ends 
in measure 18; 1n the Mass, it is extended to bar 21. As 
a result, from measure 15 to the postlude, four measures from 
the end, tbe Quoniam is newlJ composed. No specific reason 
can be given for this distinct Change. It mar simplJ be due 
to tbe generally increased melodic action llh!ch. · .. ,.' "·'· ·;' :._ .. ;., 
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Bach employs in all or the contraracta. In this case, par-
ticularly because the text of the Qeoniam ia more concise 
and of a different nature than the text of the Cantata 
movement, there was no reason for ~ to continue an exact 
duplication of the first version. 
The Quon1am also has a short codetta which did not 
exist in the original version. Following the codetta, the 
four-measure poatludeJpractieally identical with that ot the 
original) begins. 
~ Sancto Spiritu. This section is borrowed trom 
the first movement or Cantata £1, ·~ B!E! 9pfert, !! prei-
set Mich,• which was written for the fourteenth Sunday after 
-- 7 Trinity, in 1726. According to Spitta, the Cantata movement 
8 
extols in "bright coloring" the goodness and might of God. 
The text or the rirst moYement, which is set aptly to 
a fugue, is as follows: 
•wer Dank optert, der preiset mich 
Und das 1st der Weg, 
Dass ich ibm zeige das Hell Gottes 
Dasr; Hell Zeige das Hell Gottea 
Daa.• Hell, das:; Hell, ~ Hell Got tea. • 
("Who praise honors, so honors God 
Far such is the way that 
God's salvation will be shown him. 
That God'• salvation will be ahown him, 
Is shown to him, is shown to him.") 
7nuerr, op• cit., 156. 
--8sp1tta, op. cit., III, 77. 
--
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The instrumentation ot each version is identical: 
two oboes, first and second violin, viola, full chorus, and 
continuo. ~he Cantata movement, in the key or A major, is 
125 measures long, while the £sa Sancto, in.G major, is 
only 109. The difference 1n length is due chiefly to the 
omission or the twenty-seven measure instrumental introduction 
or this opening piece ot the Cantata. 
Instead of the instrumental introduction of the 
Cantata, the QBm Sancto has a seven-and-one-halt measure 
introit sung by the chorus With tull orchestra. The need 
of an introduction in the Cantata is ot course obvious. 
In the Mass no such need exists and an introduction would 
have been out of place since it follows the tour-measure 
instrumental postlude of the Quoniam. 
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Bach then achieves contrast by beginning the ~ Sancto with 
full chorus. 
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The change from a solo or duet to a section with full cho-
rus is found frequently in Bach and it is also typically 
Late Baroque in its flair for the dramatic. 
The actual parody does not begin until measure 
twenty-eight of the Cantata and measure eight of the ~ J!E:-
to. The subject entries of this choral fugue 9occur in the 
same order in each version: tenor, alto, soprano, and baas. 
Throughout the first subject entry, the two versions are 
identical. Similar also are the accompanying inatruments 
which enter in an imitative fashion employing the first tew 
notes of the subject. In the last two measures ot the first 
9Tbis subject bears resemblance to that used in the 
Cum Sancto in Bach's!!!! !e ~Minor. 
~ !!.!!. !_!! ~ Major 
The !!.!.!. !!! Q Minor 
195' 
subject entry (measures 13 and 14) in the Cum Sancto, how-
ever, the entire chorus intones the "In Gloria Dei Patris." 
As a result, there is an additional measure between the 
subject and countersubject. 
The syllabic intonation of the chorus surrounding 
the extended subject and the immediate return to the more 
austere fugue exposition present an impressive impact. 
Thus, once again, Bach exercieee considerable care with 
the new version, as the following examples show: 
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. ... , 
This same treatment also exists before the third subject 
entry (measures 25 and 26). 
In the second answer entry, however, all voices 
are active and the contrast would only be slight. Bach 
therefore completes the exposition in the usual way. 
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From the third subject entry to measure 62 (measures 
48-81 in the Captata), except for the usual minor changes 
in the instruments due to range,general melodic improvement, 
and for minor vocal changes due to textual consideration, 
the two versions are identical. At this point there begi•s 
a second exposition leading to the stretto and the completion 
of the composition. Once again the difference lies in the 
full chorus• intonation of the "In Gloria Dei Patris" and 
the resultant additional measure between subject entries. 10 
As in the first exposition, this same procedure is employed 
again in the second subject entry (the answer) in measures 
69 and 70, and again in measures 81 and 82. The remaining 
measures are identical. 
lOAs it duplicates measures 11-14, which have already 
been documented, the reader is referred to pp. 196,197' 
SUMMARY 
I. Kyrie 
A. Based on section 1 of Cantata 179 (probably 1723) 
B. Similaritiea 
1. Voices 
2.· Tonal! ty 
3. Length 
4. Spirit of the text 
5. Harmonic outline 
6. Form 
c. Differences 
1. Instrumentation 
2. Alterations due to text rhythm 
3. Alterations due to text content 
4. More florid 
5. Additional phrase markings 
6. Melodic direction 
7. Additional suspensions 
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e. More musical interest where the text is less florid 
II. Gloria 
A. Based on section 1 of Cantata 79 (1725) 
B. Similarities 
1. Length 
2. Spirit of the text 
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3. Rhythm of the text 
4. Form 
5. Harmonic outline 
6. Tonality 
c. Differences 
1. Reduction o.f instrumentation 
2. Alterations due to text rhythm 
3. Alterations due to text content 
4. Main theme 
5. More .florid 
6. Additional phrase markings 
7. Order of subject entries 
e. For the .first 45 measures, the first subject is 
given to voices instead o.f trumpet 
III. Gratias Agimus 
A. Based on section 5 o.f Cantata 138 (probably 1723) 
B. Similarities 
1. Instrumentation 
2. Spirit of the text 
3. Tonality 
4. Length 
5. Introduction 
6. Form 
7. Harmonic outline 
a. Voices 
c. Differences 
1. Phrasing 
2. More florid 
3. Alterations due to text rhythm 
4. Alterations due to text content 
5. Main theme 
6. Additional phrase markings 
7. Addition or notes in strings to emphasize the 
word, "Gloriam" 
IV. Domine Deus 
-A. Based on section 3 or Cantata 29 (1731) 
B. Similarities 
1. Instrumentation 
c. Differences 
1. Spirit of the text 
2. Addition of an introduction 
3. Additional phrase markings 
4. More florid 
5. Alterations due to text rhythm 
6. Alterations due to text content 
7. Length 
a. Form 
9. Harmonic outline 
10. Tonality 
11. Voices 
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12. Main theme 
13. More graceful rhythmic treatment 
14. Insertion of a canonic section near the end 
v. Q,uoniam 
A. Based on section 3 of Cantata 179 (1723) 
B. Similarities 
1. Tonality 
2. Introduction 
3. Voice 
e. Differences 
1. Length 
2. Instrumentation 
3. Form 
4. Harmonic outline 
5. Spirit of the teat 
6. Alterations due to text rhythm 
7. Main theme 
8. Alterations due to text content 
9. Different phrase markings 
10. Additional phrase markings 
11. Augmentation of melodic intervals 
12. More independent treatment of the oboe part 
13. Middle section is newly composed 
VI. CUm Sancto Spiritu 
A. Based on section 1 of Cantata 17 (1726) 
B. Similarities 
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1. Spirit of the text 
2. Instrumentation 
3. Voices 
4. Order of subject entries 
c. Differences 
1. Tonality 
2. Length 
3. Choral introit instead or the instrumental intro-
duct1on 
4. Alterations due to text rhy-thm 
s. Alterations due to text content 
6. Alterations due to range limitations 
7. Harmonic outline 
a. Main theme 
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CHAPTER IX 
THE MASS IN F MAJOR 
Krrie. Certain characteristics of the !!!! !n f 
MaJor indicate that if performance of this work were con-
templated at all, it was probably intended for the service 
in Leipzig. During the eighteenth century and especially 
1n that city the transitional character of the liturgy 
led to certain unique practices characteristic of both 
Protestantism and Catholicism. Thus, it was quite natural 
for Bavh to write for the Mass 1n l MaJor a Kyrie contain-
ing a Protestant chorale. Leipzig offered Bach an especial 
opportunity to express his personal belief that Protestantism 
was not a reaction against the church of Rome, but a 
devaltpment of a Christian feeling. The chorale used, 
Christe, Sa l!mm Gottes, shows close affinity with the 
Kxrie. 
It is also noteworthy that in this same movement, 
Bach uses a cantus firmqs taken from the litany. He 
thus combines not only a Protestant expression With a 
Catholic one, but combines the old With the ne~- a 
typically Bachian action • 
.Q!!! Tollis. The ~ Tollis is based on the third 
205' 
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section of Cantata 102, ~ deine Augen sehen D!£h 2!m 
Glauben (Q Lord, .!.!:.! .!!Q.i Thine .II.!! llW2.n ~~ruth?), 
probably written, according to Duerr, 1n 1?261 and performed 
again on the tenth Sunday after Trinity, 1?31. The text 
of the Cantata is based partly on two Biblical sources2 
(Jer. v., 3 and Rom. ii, 4-51, and a text appropriate for 
the occasion. The text of the t~ird section is the 
following: 
"Weh der Seele, die den Schaden 
Nicht mehr kennt, 
Und die Strar• auf zich zu laden, 
Stoerrig rennt, 
Ja, von ihres Gottes Gnaden 
Selbst sich trennt." 
("Woe to mortals who their Siiming 
Do not flee. 
Who, God's &.njry wrath inviting, 
Stubbornly 
Turn their face from His fair guiding 
Death shall see.") 
Once more, there exists a relationship between this text 
and that of the ~ Tollis. The other characteristics 
also have an unusually close affinity to one another. 
lAlfred Duerr, "~Chronologie der feipziger Vokal-
werke i·2· Bachs," Bach-Jahrbuch,. XLIV (19;? , 158. 
2It is interesting to note that the librettist as-
sumed to be, but not positively established as being Plcan-
der, used two sources. Picander invariably used only one. 
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Both versions have a solo obbligato and continuo as accom-
paniment. The original version is scored for alto voice 
1n F minor, however, while the Mass movement is for soprano 
in G Minor. Both movements are fifty-five measures long 
and are exactly alike in harmonic outline and form, each 
having the following structural outline: 
1-9 10-21 22-24 25-36 37-39 40-51 52-55 
Instrum. Voice & Instrum. Voice & Instrum. Voice & Instrum. 
Intro. Oboe Interlude Oboe Interlude Oboe Postldde 
Thus, the form of each is symmetrical. It is interesting 
to note that the highest note of the piece, a high D (C in 
the Cantata) for the oboe, occurs in measure 32, the exact 
center of the work since ~t stands at the heart of the 
middle section. 
Interesting also, is the way in which the form ot 
the original musical version was obviously governed by the 
form of the text, the three vocal sections (measures 10-21, 
29-36, and 40-51) representing the three lines of the 
poem. • • 
Measures 10-21: 11Weh der Seele, die den Schaden nicht mehr 
kennt" 
Measures 25-36: "Und die Strar• auf sich zu laden, st.oerrig 
rennt, Ja, von ihres Gottes Gnaden selbst 
sich trennt. 11 
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Measures 40-51: "Weh der Seele, die den Schaden nicht mehr 
kennt." 
Consequently, the symmetry of the text agrees with the 
symmetry of the original score. 
Even more striking, however, is the fact that an 
identical textual distribution exists in~the parody, em-
phasizing, once more, the care with which Bach chose his 
prototype. 
• • 
Measures 10-21: "Qui tollis peccata mundi, miserere nobis." 
Measures 25-36: "Qui tollis peccata mundi, suscipe depreca-
tionem nostram." 
Measures 40-51: "Qui sedes ad dexteram Patris, miserere 
nobis." 
A slight change occurs 1n the very first measure or 
the parody, since the last chord of the previous section, 
the Agnus Q!,!, sounds in the first measure of this one. 
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In the prototype, however, the preceding aectiqp •ended" in 
its own last measure ••• 
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In the first example, the Qui Tollis, there is need 
for a longer rest in the continuo and for the anacrusis G 
in the oboe in order to create the necessary transitional 
" pause between sections. This initial note of the parody is 
also due to a consistency between this brief (nine measures) 
instrumental introduction and the vocal part which has this 
same figure in each version in its entering measure. The 
additional syllable of the Mass text requires the extra ana-
-
crusis. 
---
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Ill! Cantata 
A 
Ul!, QJ!! Tollis 
It should be noted that in the introductory measures (1-3) 
or the final version, Bach creates more contrary motion 
between the outside voices. 
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The continuo part of the parody is also more interest-
ing than the original continuo (measures 2-4). The greater 
activity is maintained throughout the.entire section, but the 
improved continuo part is altered more than the oboe part 
which is practically a literal adaptation; the only oboe al-
terations occur in the two interludes (measures 22-24 and 
37-39). Even these are slight, however, the most drastic 
oboe change occuring in measure 37 • • • 
The Cantata 
' 
!a! Qui Tollis 
This change creates greater interest in the oboe line by 
keeping the motion flowing. 
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Tbe only alterations to occur in the vocal part are 
due to textual consideration, but these are often more dras-
tic than usual. Notice, tor instance, measure !6 • • • 
~ Cantata 
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!!!! Q,ui Tollis 
Thus, in this parody, only alight changes are evi-
dent because no major alterations were necessary. Even the 
usual changes to enhance the poetic ~eaning of the new text 
are not necessary in this adaptation. But, the formal struc-
ture, the harmonic outline, the length, the instrumentation, 
the oboe part, and the resultant mood--all needed little or 
no alteration because they were perfectly adaptable to the 
text and spirit or the Qa! Tollis. The minor changes which 
occur are slight but meaningful. 
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Quoniam. This movement is from the fifth section of 
Cantata !Q! whose origin was discussed in the preceding sec-
tion of the study. 5 The text of the Cantata section is the 
following: 
•Erschre4ke doch 
Du allzu sich're Seele. 
DenkJ wes dich wuerdig zaehle 
Der Suenden Joch. 
Die Gottea Lang mut geht 
Auf einem Fuss von Blei, 
Damit der Zorn hernach 
Dir des schwerer sei.• 
(•Aftri@Pted pause 
0 vain, presumptuous spirit. 
Canst thou find any profit 
In sin's dark joJs? 
With slow but certain steps 
God's vengeance ever moves, 
And it His wrath's dela}edt 
It but the harder proves."} 
The Cantata aria is for tenor with flute (or "violino 
piccolo•) and continuo, while that of the !!!! is for alto 
voice with violin and continuo. Both versions are 104 mea-
su~es long. The formal atructure of the parody is the same 
a&tht:ltd',JD~,~pa. Each has a twelve-measure instrumental in-
troduction, two instrumental interludes or eight and four mea-
sures (they occur at the same places in each version; mea-
sures 32 and 54 respectively), and a twelve-measure instru-
mental postlude which is an exact replica or the introduc-
5see p. 206. 
216 
tion. The form may be outlined as follows: 
10 
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,., 
. ..,. ... 
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Thus, once again, Bach uses as a prototype a movement which 
is not only symmetrical but which is chiastic in its construc-
tion, a form representative of a religious-artistic concept. 
Except for a recurring change, and a slight additional 
melodic figure, the instrumental obbligato of the parody is 
identical with that of its prototype. Tbe recurring change 
is in measures six and seven, 24 and 25, 76 and 77, and in 
97 and 98. In all four instances, the alteration takes the 
same form • 
• • 
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The ·Cantata 
-
.. 
1a! ~uoniam 
The second alteration mentioned above, the additional 
melodic figure, appears in measures 42-44. 
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Both changes involve an increase of instrumental melodic 
action. This is once again due to Bach's desire for the 
final version to be more florid, more ornamented. In fact, 
in all of the parodies investigated thus far, never does one 
encounter a reduction of instrumental action. Its purpose is 
especially functional in this adaptation where the text is 
repetitious in comparison with the more continuous text of 
the Cantata. 
Tbe continuo and voice are also more active in the fi-
nal version than in the prototype, and, as a result, there are 
not so many pauses in the solo of the newer version. One 
notices, for instance, the difference in the first phrase of 
each version in which the second composition is more flowing 
and continuous. 
!a! Cantata 
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!e!, quoniam 
GenerallJ, however, the pieQe ia a tairly exact re-
production or the original, aa may be witneaaed in the very 
next Phrase (meaaurea 21-25, etc.) ••• 
2'21 
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No major changes are involved in this parody. fn 
reality, none were needed, for, in spite of Spitta's criti-
c i srn that " • • • after the elimination of the most pic-
turesque features in the original state, (the Quoniam) re-
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mains a neutral composition in no respect suited to its 
purpose, " 6i t seems to be an extremely natural, rather than 
a manufactured adaptation. This is evidenced by the way in 
which the Cantata score suits the declamation of the reli-
gious text. The following example (measures 44-48) shows 
the musical representation of "altissimus. 11 Here, the music 
needs no alteration to fit the new text perfectly. The two 
dotted halves, which poetically represent "altissimus," ap-
pear alone and quite in contrast to the surrounding eighths 
and sixteenths. Such a depiction is not accidental, but dis-
plays again the care with which Bach chose his prototypes. 
6 Spitta, Op. 6it., III, 36. 
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It is also pertinent that the highest tone of the aria, 
. 
::a· "C" which appears four times (bars 64, 78, 85, and 90), 
occurs, in each instance, on "altissimus." Two of these 
instances (78 and 90) involve no deviation whatsoever from 
the original version. The other two involve a change in 
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melodic direction of just one note. Consequently, this 
parody, like the previous movement of this ~~ required only 
minor alterations and the form remained identical. Yet, in 
both movements, those changes which were made were subtle, 
meaningful,. and artistic, and certainly not merely facile 
traits of functionalism. 
Cum Sancto. The Cum Sancto is based on the first 
section of Cantata iQ, ~ 1!! erschienen ~ Sohn Gottes, 
written for the second day after Christmas, probably in 1723. 
By using a triumphant Christmas chorus, Bach chooses again 
a prototype which is kindred in spirit to the Cum Sancto. 
This may be seen in the text • • • 
"Dazu d:st, erschienen d'er .s ohri Gottes 
Dass er die Werken des Teufels zerstoeret." 
("For this purpose Christ appeared 
That He might destroy the works of the Devil.") 
In addition to the similarity of texts, the parody utilizes 
the exact instrumentation of the original version: horns I 
and II, oboi I and II, violins I and II, viola, full chorus, 
and continuo. 
But, these two analogies are not sufficient to guaran-
tee a successful parody and many of the remaining characte-
ristics make it difficult for one to concur with Spitta that, 
" • • • the modified fragments (making up the Gloria) are 
more carefully selected (than in the other three Masses), 
227 
particularly the last chorus."7If anything, this is the least 
successful movement in the four small masses. 
To begin with, the formal structure of the original, 
A B C B, is disguised considerably in the transformation. 
The Cantata movement may be outlined thus: 
Measures 1-11: Instrumental intro. A 
Measures 12-28: Chorus & orch. (chordal) B 
Measures 29-63: Chorus & orch. (fugal) C 
Measures 64-80: Chorus & orch. (chordal) B 
The Cum Sancto is basically an A B C D form • • • 
Measures 1-4: Instrumental intro. A 
Measures 5-72: Chorus & orch. (fugal) B 
Measures 73-88: Chorus & orch. (chordal) C 
Measures 88-112: Chorus & orch. (stretto-like) D 
Furthermore, the fact that the Cum Sancto is 112 measures 
long while its prototype is only 80, is not an accurate indi-
cation of the lengths of the respective versions. The ori-
ginal is in strict 4-4 while the later version has a cut 4-4 
time signature, thereby doubling the note values (a sixteenth 
note in the original becomes an eighth in the parody}. One 
measure of the original therefore equals two of the final ver-
sion. 
7 Spitta, 2£• ~., III, 36. 
228 
I' r~ D1'.1 , ,.. • - ,,..,Jill""_.~· 
t II ~r -.,. 
-
I o1"rP11. ~ . ~ - /"\. 
I ...... 
l ~ + '.lJ'--
~ob.~ .~ L 
f,....... 
I 
~cb.~ ,~ I 
~ 
I 
~_vi.~ t 
-
r~ -
I 
~ vl.3f. I~ .. 
I' 
-
I ) 
via. I ;_ .J 
7.. -,_ 
- l" 
,_ 
-~· 
--·-----·--~-
229 
The ~ Sancto 
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Thus, the Cum Sancto is shorter, utilizing only part of the 
original setting. This rarely occurs in Bach's contrafacta. 
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The following outline represents the parody material and 
the newly-created material of the ~movement: 
The Cantata 
Measures 1-2 
Measures 3-28 
Measures 29-63 
Measures 64-69: utilize 
original choral figures 
(beginning in m. 12) 
Measures 70-74 
Measures 75-80 
The CUm Sancto 
---
Introduction: measures 1-4 
Omitted 
I. Measures 5-73 
II. Measures 74-78: utilize 
original instrumental fi-
gures of the introduction 
with one "Cum Sancto Spiri-
tu" (measures 76, 77) 
III. Measures 79-87 
IV. Measures 88-101 (stretto-
liKe section employing 
themes from B) 
V. Measures 102-112 
Thus, out of the eighty measures of the original, 
only forty-five are used in the parody. Theoutline also 
shows that the alteration of parodied material and newly-
composed material creates four sections (excluding the short 
introduction). These will now be investigated briefly, in 
relation to some of the pre-established criteria which con-
stitute a successful contrafactum. 
Introduction (measures 1-4). The prototype has an eleven-
measure introduction (as t~e opening chorus of the Cantata, 
the movement requires this). This parody has, however, only 
a four-measure introduction, identical, in melodic content, 
with the first two measures of the Cantata. 
Section I (measures 5-75). While the original version con-
tinues to develop the instrumental ideas exposed in the first 
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two measures, the Cum Sancto introduces new material in the 
fifth measure. This is, however, the beginning of the cho-
ral-orchestral material which is found in measures 29-63 of 
the original (measures 3-28 of the original do not exist in 
the later version} which begins in an imitative·fashion~ 
In these measures, which may be considered as the 
"parody proper," Bach makes the usual melodic adjustments to 
fit the new text. The following examples show the two ver-
sions of the subject (measures 29-31 of the Cantata; measures 
5-9 of the Cum Sancto): 
The Cantata 
The :cum Sane to 
. d. ~.; . ~;. 
-------~---- ________ { __ _.__ 
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Aside from the minor adjustments because of the text, 
the melodic lines are exactly alike. The order of voice 
entries in this exposition--tenor, bass, soprano, and alto--
is also similar. Yet, in spite of the fairly literal melo-
dic adaptation, the parody sections are by no means identical. 
Bach's alterations seem more internal; the aforementioned 
changes due to text, the change in the rhythm from fast 4-4 
to cut time, and the more equal rhythmic distribution among 
all voices, including the continuo, cause the newer version 
to create an entirely different mood. These features may 
be seen in the previous example and in the continuation of 
it as the answer enters (measures 31-34 of the Cantata; 
measures 9-14 of the Cum Sancto) ••• 
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Bach also is careful to occasionally omit the interval 
of a minor s'eventh in the Mass movement, creating a more 
austere mood in keeping with a Mass setting. Such a change 
occurs in the second horn part in measure thirty-three (mea-
sure forty-three of the Cantata. The original line was ••• 
I 
In the Mass, the seventh is omitted and the line appears 
thus: 
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But, along with these pre-determined changes, there 
are some alterations within this nparody proper," which are, 
even though not exceptionally drastic, quite undesirable. 
One notices, for instance, the oboe in measure fi~ty-seven 
(measure fifty-five in the Cantata) 
• • • 
The Cantata 
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~ CUm Sancto 
• • • or the continuo in measures sixty and sixty-one (mea-
sures fifty-seven, fifty-eight in the Cantata) 
~ Cantata 
~ ~ Sancto 
Section f! (measures 74-78). The next section of the Cantata, 
measures 65-69, orfer a contrasting section, the absence of 
which is unfor.tunately noticeable in the· ~ movement. _," 
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In the early version, these measures follow the long poly-
phonic section (denoted as the "parody proper") and precede 
the final chordal tutti section. The contrast is achieved 
by a short alternation between chorus and orchestra in anti-
phonal fashion. Both the orchestral and vocal measures are 
made of ideas which foreshadow the main theme. By measure 
seventy, this subtle transition is complete, the original 
theme appears once again in the orchestra, and the last sec-
tion begins in measure seventy. 
The related section in the parody movement lacks this 
finesse. Its brevity and the obviousness or its melodic 
treatment afford a mediocre transition. Rather than the 
long, gradual rebirth of the initial melodic figure of the 
original movement, Bach utilizes an abrupt sequential patter~, 
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Sections III-V (measures 79-112). In the original, there is 
no interruption of·the last section (measures 70-80). But, 
there is a stretto in the ~ Sancto which does interrupt 
the movement. Here, measures 79-88 equate measures 70-75 
of the original, and measures 102-112 equate 76-80 of the 
original. Measures 88-112 involve the stretto. The only 
conceivable reason for this fugal insertion is to prolong 
the ending in order to balance the entire Mass. This is, 
after all, the final movement of the Mass; the original ver-
sion continues on to the second movement. Bach's sense of 
dramatic balance tloubtless caused him to prolong the last 
phrases of the ~~ but in so doing, the balance and climax 
of the original movement were destroyed. 
239 
SUMMARY 
I. Qui Toll is 
A. Based on section 3 of Cantata 102 (probably 1726) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Form 
4. Harmonic outline 
5. Introduction 
6. Symmetry of the texts 
c. Differences 
1. Voice 
2. Tonality 
3. Contrary mot ion 
4. Alterations due to text rhythm 
5. Main theme 
6. Phrase markings 
7. More florid 
II. Quoniam 
A. Based on section 5 of Cantata 102 (probably 1726) 
B. Similarities 
1. Length 
2. Introduction 
3. Instrumental interludes 
4. Instrumental postludes 
5. Form 
! 
6. Harmonic outline 
c. Differences 
1. Instrumentation 
2. Voice 
3. More florid· 
4. Tonality 
5. Spirit of text 
6. Text rhythm 
7. Alterations due to text rhythm 
8. Main theme 
9. Phrase markings 
III. Cum Sancto 
A. Based on section 1 of Cantata 40 (probably 1723) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Voices 
4. Tonality 
c. Differences 
1. Form 
2. Harmonic outline 
3. Length 
4. Introduction 
5. New material 
6. Alterations due to text rhythm 
240 
241 
7. Omits interval of a minor seventh 
8. Insertion of a stretto 
9. Main theme 
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CHAPTER X 
THE MASS IN A MAJOR 
Gloria. The opening chorus of the Gloria is borrowed 
from the sixth section of Cantata 67, ~ ~ Gedaecht~ 
Jesum Christ, written at Leipzig in 1724 for the first Sun-
day after Easter. Here again is a work whose subject is 
akin to the parody. It concerns the Gospel narrative of 
Jesus' appearance to His disciples after the Resurrection 
when He blessed them and received their faith. The text is 
based on St. John XX, 19: "Came Jesus and stood in the midst 
and saith unto them, 'Peace be unto you.•" The 'Cantata adap-
tation is the following: 
(Bass) 
(·Chorus) 
(Bass) 
(Chorus) 
(Bass) 
(Chorus) 
(Bass) 
"Friede sei mit euch. 
Wohl uns. Jesus hilft uns kaempfen 
Und die Wut der Feinde daempfen, 
Hoelle, Satan, welch, welch, welch, 
Friede sei mit euch. 
Jesus holet uns zum Frieden 
Und erquicket in uns Mueden 
Geist und Leib zugleich. 
Friede sei mit euch. 
0 Herr, hilf und lass gelingen, 
Durch den Tod hindurch zu dringen 
In dein Ehrenreich. 
Friede sei mit euch." 
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welch. 
(Bass) 
(Chorus) 
(Bass) (Chorus) 
(Bass) 
(Chorus) 
(Bass) 
("Peace be unto you. 
0 joy. Jesus for us fighteth, 
In the foe no heart remaineth; 
Hell and Satan rue. 
Peace be unto you. 
Jesus heavenly peace importeth 
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From our heart all doubting casteth; 
Faith He doth renew. 
Peace be unto you. 
0 Lord, in Thy strength prevailing, 
And Thy bitter death availing, 
To Thee bid me go. 
Peace be unto you.") 
As seen in the above, this (even though it is desig-
nated as an 11 aria") is a peculiar section consisting of al-
ternation between bass arioso and chorus. The tender solo 
melody 3/4 rhythm and is accompanied by flutes and oboes; 
the chorus is in 4/4 and is accompanied by strings. The 
entire Cantata movement may therefore be divided into eight 
distinct sectibns. 
Section I (measures 1-9): Instrumental intro.; 4/4 
Section II (measures 10-25): Bass arioso; oboi and 
flute ace.; 3/4 
4/4 
Section III (measures 26-36): S.A.T.; strings ace.; 
"Wohl uns, Jesus hilft uns kaempfen 
Und die Wut der Feinde daempfen, 
Hoelle, Satan, Weich, weich, weich, weich." 
Section IV (measures 37-52): Bass arioso; oboi and 
flute ace.; 3/4 
"Friede sei mit euch." 
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Instrumental interlude (measures 53-56) 
Section V (measures 57-65): S.A.T.1 strings ace.; 4/4 
"Jesus holet uns zum FrJ.eden 
Und erquicket in uns Mueden 
Geist und Leib zugleich." 
Section VI (measures 66-81): Bass arioso; oboi and 
flute ace.; 3/4 
"Friede sei mit euch. 11 
Section VII (measures 82-94): S.A.T.; strings ace.; 
interpolation of ·bass arioso; 4/4 
"OLHerr, hilf und lass gelingen, 
Durch den Tod hindurch zu dringen 
In dein Ehrenreich. 11 
ace.; 
Section VIII (measures 95-110): Bass arioso; strings 
3/4 
"Friede sei mit euch. 11 
The key of both versions is A major. Each consists 
of 110 measures. The instrumentation is altered slightly 
in the parody, however. As seen above, the original version 
is for flute, oboe d'amore I and II, violins I and II, viola, 
chorus, and continuo. The parody is scored for flutes I 
and II, violin I and II, chorus, and continuo. This presents 
a rare transition--a reduction rather than an augmentation 
of the orchestra. 
Bach could easily have used oboi in this final section, 
especially since the following Domine ~' a bass aria, 
might have benefited in contrast by having a larger orchestra 
precede it. Once again, one must consider the functional 
possibilities. The fact that an oboe does not appear in any 
movements of the Mass may indicate that no oboist was 
available. This possibility could shed light on still 
another factor. Bach probably wrote this ~ for a 
specific occasion (or purpose) and orchestra, and again 
Dresden comes to mind. 
246 
The parody uses the same form of solo-chorus alter-
nation found in the Cantata. The main differences are that 
the ariosi are taken by various soloists instead of by just 
the bass, and the choral sections utilize a full chorus 
instead of the S.A.T. of the original version. Also, the 
instrumental interlude which appeared in measures 53-56 
of the Cantata becomes a part of Section V in the Gloria. 
The movement may be similarly divided into eight distinct 
sections. 
Section I (measures 1-9): S.A.T.B. (and instrumental 
introduction of the Cantata movement); 4/4 
"Gloria in excelsis Deo" 
ace.; 
4/4 
ace.; 
4/4 
Section II (measures 10-25): Alto arioso; flutes 
3/4 
"Et in terra pax, hominibus bonae voluntatis" 
Section III (measures 26!36): S.A.T.B.; stri~gs ace.; 
"Laudamus te, benedicimus te" 
Section IV (measures 37-52): Bass arioso; flutes 
3/4 
"Ad oramus t e" 
Section V (measures 53-65): S.A.T.B.; strings ace.; 
11Glorificamus te, laudamus te, benedicimus te11 
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Section VI (measures 66-81): Tenor arioso; flutes 
ace.~ 3/4 
uAdoramus te" 
4/4 
Section VII (measures 82-94): S.A.T.B.; strings ace.; 
11Glorificamus te, laudamus, benedicimus, 
adoramus te" 
Section VIII (measures 95-110): S.A.T.B.; flutes 
and strings ace.; 3/4 
uGratias agimus tibi, propter magnam gloriam 
tuam" 
The discussion of this movement Will be divided into 
the eight sections outlined above. 
Section I (measures 1-2). In spite of the omission of the 
oboi, the most noticeable characteristic of the parody is 
a desire for dimension that did not exist in the prototype. 
This is seen in the very first measures. Section I of the 
Cantat~ constitutes the usual instrumental introduction ••• 
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Section I or the ~ movement incorporates into this same 
instrumental setting a rull chorus to intone the "Gloria in 
excelsis Deo." 
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This method continues throughout the first nine measures of 
both versions, e.g., the instrumental introduction of the 
prototype and the "Gloria in excelsis Deo" of the ~· 
The only changes made in these measures are two omissions of 
the dominant seventh tone in the strings, which occurs in 
the second violin part in measure seven. 
~ Cantata 
The Gloria 
-
This omission occurs again in the first violin in measure 
nine. 
~Cantata 
~Gloria 
Section I! (measures 10-25). Section II of the Cantata in-
cludes the first solo section where the bass sings, ''Friede 
sei mit euch." Except for the aforementioned omissi on of 
the oboi, the addition of the second flute, and the fact 
that an alto rather than a bass is the soloist, the respec-
tive measures of the parody are identical. In both versr6.6s 
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these measures introduce the first 3-4 time signature.1 
The flute I of the Gloria takes over the first flute part of 
the Cantata while the second flute utilizes the strongest 
tones of the first and second oboe parts of the original. 
This may be seen in the following: 
~ Cantata (oboi: measures 10-13) 
The Gloria (fl~ II: measures 10-13) 
1 As the Cantata section presents the words of Christ, 
the ch~nge to 3-4 is perhaps symbolic. It also gives con-
trast in mood for the words of Christ and those of His dis-
ciples. 
dJIJ -- 2 
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The arioso undergoes slight alterations, particularly in 
the very first (10-14) and last (21-25) measures; the changes 
between these sections are so mild that they are negligible. 
One notices, however, the way Bach writes for the word, 
"Friede," in the opening measures of the bass solo of' the 
Cantata • 
• • 
The Cantata (measures lQ-13) 
l J t I 
~~ . 
., 
as compared with the same measures of the Gloria. 
The Gloria (measures 10-13) 
~~~\ & \ J . I} ij ~~ I 
' 
j ) J :;. ' .,.. ~ ~ 
ift 1i.~. f;~. ft 1n :Jj~.u . ~a ' / 
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There are two reasons for this change: the longer text of 
the~ ("Et in terra pax, hominibus bonae voluntatis"), and 
Bach's musical depiction of the word, "Friede" in the Cantata. 
This latter tendency to combine music and poetry is also re-
sponsible for the change in the final measures (20-25) of 
this section. 
~ Cantata (measures 20-25) 
The Gloria (measures 20-25) 
Section III (measures g£-~). The third section is a choral 
section and returns to the 4/4 time signature. This is the 
"Laudamus te, benedicimus te" of the Gloria. The in~trumental 
accompaniment of each version is constructed on musical ideas 
taken from the instrumental parts in Section I. Once again, 
• 
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the instrumental parts are virtually identical. The vocal 
parts are also quite similar, the only differences being: 
(1) the additional bass voice of the ~ to the s,.A.T. 
of the Cantata. (the bass is excluded from all choruses in 
this movement of the Cantata in order that the responsorial 
character may be maintained); (2) the first two voc•~ phrases; 
and (3) the change that occurs in the last two-and-one-
half measures (34-36) of this section. 
The first difference, the:addition of the bass voice, 
is skillfully handled by allowing the bass to utilize, for 
the most part, rhythms and even melodic figures of the con-
tinuo part. Notice, for instance, the bass and continuo 
lines of 'measures 33-34 in the Gloria • 
.. , B • t 
• 
,., 
c"tr. · · . · ~,..,., , 
• i1 ..... •• ' 
The second difference, concerning the first two 
vocal phrases, may be seen in the following examples: 
.. ----==~~---------------------------------------------------
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The change is due to Bach's consideration for the text sylla-
bles 
The third change, : which··:·:-, occurs in the last two-
and-one-half measures of this section (measures 33 and 34), 
is more drastic and, what is more, harmful. 
The Cantata (measures 34-36) 
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In these measures of the Cantata, the flow of polyphonic 
writing stops in measure 34 and the last two measures are 
syllabic and chordal in order to represent the text. These 
few measures represent the most dramatic xection of the 
Cantata. The descending skips of "Hoelle" and "Satan," 
each rollowed by quarter rests, and the four ascending 
"weich~~! · each followed by the eighth rest, create an in-
tensity which is resolved by the intervention of the bass . 
aria and the peaceful setting of the text, "Friede sei mit 
euch." 
The text or the 1_;. Mass · at this point is quite dir-
ferent, " ••• Laudamus te, benedicimus te," and the melo-
die treatment continues in the established polyphonic manner. 
There can be no doubt, however, that at this point the ori-
ginal version loses its best qualities in the adaptation. 
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Section IV (measures 37-52). The fourth section, following 
the chorus-solo pattern of alternation set up thus far in 
this movement, is a bass solo in both versions. The Cantata 
text is the same as in the last arioso section, "Friede sei 
mit euch," while that of the Mass is, "Adorarnus te." Both 
sections are in 3/4 rhythm. Just as before, the flute II 
utilizes tones from the oboi of the Cantata movement. In 
the previous solo section (section II), the solo underwent 
considerable alteration. This time, however, because of 
the· similarity of the text syllables, alteration is unneces-
sary. The only difference between the two solos occurs in 
the very last measures (48-52}. 
The Cantata 
-----
' cvJ_ I 
-- ~---- . ( ------------ . -
l I - II 
----:------------
~ Gloria 
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The reason for the change is the continuation of the Gloria, 
which is carried on directly into the Glorificamus te. 
Section! (~sures 23-Q2). In section v, the instrumental 
lines are once more identical but the vocal sections offer 
considerable change. First of all, the chorus in the ~­
tata does not enter until measure 77; the first four measures 
constitute an instrumental interlude. As mentioned above, 
the Mass section begins immediately with the Glorificamus 
te. Also, owing to the reduction in the number of textual 
syllables, the melodic treatment is quite different. 
Except for the word, "Friede," the choral treatment in the 
Cantata section is syllabic while in the Glorificamus ~ of 
the Mass, it is florid, especially on the word 11 glorificamus." 
The harmonic scheme is, however, identical with the original 
version. 
Section VI (measures £2-81). The sixth section returns to 
the arioso in 3/4. In the Cantata, the same text ("Friede 
sei mit euch") is used while in the ~ it is, as in sec-
tion four of the movement, 11Adoramus te." As in the two 
previous ariosos, the part of the flute I in the Mass is 
identical with that of the Cantata and the second flute 
part is an amalgamation of those of the two oboi in the 
original. The Cantata solo is for bass while the parody 
is for the tenor. The two solos are, however, identical. 
The only change is, as in the previous arioso section, 
that the Cantata soloist stops in measure 77 while the 
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tenor of the ~ continues directly into the fol~owing 
section. Once again, the reason is that the Mass:p·r·esent; a~!c-onti­
nuous text while that of the original is sectional. Conse-
quently, each of these sections are exact duplications of 
sectioniV of the respective compositions. 
Section VII (measures 82-94). The seventh section of each 
version returns once again to 4/4 and both are choral. The 
Cantata section is similar to section III (measures 26-36). 
In addition, however, we now have the interpolation of Jesus' 
solo in measures 82-85. Here, the exclamation, "O Herr" of 
the chorus is answered immediately by the soloist's "Friede 
sei mit eucb." After the three appearances of "o Herr," the 
choral text continues and the solo rests until the final 
section. 
The Mass version has no such interpolation of a so-
loist in this section. It is a florid, full-chorus treat-
ment of "Glorificamus te"--quite similar to sections I, III, 
and V of this work. The instrumental lines are, however, 
identical with those of section VII (as well as II, III, and 
V) of the prototype. The only way in which this section va-
ries from its model and from the allied sections (I, III, 
and V} of the Gloria is the brief climactic appearance of 
"laudamus, benedicamus, adoramus te" in measures 90-92. 
it!ML.RJJU::.:a:az:mt1Z Ct a 
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Section Yf!! (~sures 95-110). The final section in the 
Cantata movement is again a bass solo, repeating, "Friede 
sei mit euch," and thus the section ends, very simply and 
gently. The only difference between this and sections II, 
IV, and VI is that the strings are added from measure 98 
to the end. They duplicate, however, the lines of the 
flute and oboi, rather than utilizing any ideas from the 
odd-number~d sections which are written in the same manner 
as the previous solo sections. This addition exists likewise 
in the parody which also utilizes the strings for duplication 
: of the woodwind material. The last section of the ~ move-
1' 
'I 
•! mentis, however, no longer the Glorificrunus te, but the Gra-
! - -
~ agimus tibi, begun with no transitional measures. This, 
like the Et in Terra ~~ constitutes a section "within a 
section." The music seems fitting, and yet one must admit 
a slight feeling of incongruity. 
Taken as a whole, this parody is not so impressive as 
its prototype and, as Spitta states, 2 :: "J;l'JJ3 .char~acteris-: ~---~:-~­
tic arduous quality which gives the fundamental feeling of 
the original has been effaced by the accommodation of the new 
text." Perhaps if one did not know the original, the weak-
nesses of the Gloria would not be apparent. 
2 Spitta, ££• ~., III, 32. 
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Qui Tollis. The Qui Tollis is from the fifth section 
of Cantata 122, Siehe ~ dass deine Gottesfurcht,3 whose 
text is the following: 
"Liebster Gott erbarme dich, 
Lass mir Trost und Gnad' erscheinen. 
Meine Suenden kraenken mich, 
Als ein Eiter in Gebeinen, 
Hilf mir, Jesu Gottes Lamm 
Ich versink' in tiefen Schiamm." 
("Loving God, 0 pity me. 
Give me help and hope of living. 
Sin afflicts me grievously, 
Poison rankles in my being 
Help me, Jesu, God's dear Lamb, 
Lest in shame to death I come.") 
The similarity between this text and that of the Qui Tollis--
even to the point of the phrase, 11 0 Lamb of God11 --is at once 
obvious. The key of the original is A minor; that of the 
Qui Tollis is B minor. Each piece is 113 measures long. 
The instrumentation is changed from two obo~ da caccia, 
soprano voice and continuo to two transverse flutes, soprano 
voice and strings. The instrumental parts of the two versions 
are very similar throughout. Because those changes which 
exist occur in different instruments at different times, 
the instruments will be discussed separately. 
The continuo parts (played by the violins and viola 
in unison in the Qui Tollis) are identical except for mea-
3see p. 132. 
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surcs 6-9, 27-29, and 100-103. The changes here are only 
incidental, involving an addition of sixteenth notes. As 
all three places are alike only the first one requires do-
cumentation. 
The Cantata 
-
'(.il~'t I 
. 
I r r r 1 p r t r ) i ~ i y ~ r 
-' • 
~ g.ui Tellis 
These slight changes are probably due to the fact that the 
strings used for the continuo in the Mass are ensemble 
instruments while the keyboard instrument of the Cantata is 
not. Bach therefore, in writing for them, utilizes orches-
tral figures. 
Except for measures 70-81, the higher instruments, the 
flutes, are an exact imitation of the oboi da caccia of the 
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Cantata. At this point (measure 70), the change in these 
instruments is one of melodic variation; the harmony and con-
tinuo are the same as in the original version. The reason 
for the melodic change is due to textual consideration. 
The text of the Cantata at this point is, "Ich versink' 
in tiefen Schlamm," while that of the Mass is, "Deprecationem 
nostram." Bach wishes to depict in the Cantata the descending 
aspect of the text. This means that the instruments, in 
order to escape parallel motion must ·remain fairly stationery 
in melodic range, playing either held notes (measures 73 
and 74} or repeated notes (measure 77). In the Qui Tollis, 
no such need exists. 
Also, in the ~~ the measures with the most change--
those with an increased amount of notes--are on a single 
vowel, the "o" of the "depreca tionem. !~ In the Cantata, these 
same measures had a syllabic text, "in tiefen Schlamm," and 
"Lamm, ich versink." The additional instrumental action in 
the Mass counterracts the lack of textual action. 
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~ Cantata (continued) 
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The Qui Tellis 
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The ~ui Tellis (continued) 
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The soprano solo part, unlike the instrumental parts, 
is characterized by many changes throughout the entire move-
ment. These alterations probably reflect Bach's desire, as 
in the previous settfng=s, for a more florid setting, considera-
tion of textual accents, and consideration of the aesthetic 
implications or of the two different texts. The regard for the 
ctmX:tual' -acil.~ntuat'fon1s may be seen in the very first phrase 
of the soprano. 
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~Cantata 
The Qui Tollis 
Neither phrase is musically superior to the other, but ~each 
fits its own text perfectly. 
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Again Bach's interest in musical representation of text is 
foremost, and by having the entire figure descend, the 
"burden" is faithfully symbolized. The descending second 
at the end of the phrase is found, in fact, at the end of 
most of the solo phrases in this movement. 
The tendency to make the later version, the ~' 
more florid than its prototype may be seen in this section, 
for example, in measures 24-26: 
Iill! Cantata 
~Qui Tollis 
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Even though the solo parts of the two versions differ 
throughout, these differences are inevitably due to the text 
accents, since the prosody of the two versions :is considerably 
different. The following examples (measures 28-31) present 
two mea~ures of unequal textual accent followed by two of 
similar accent. In these latter two, and in the remaining 
part of the phrase, the melodic lines are virtually identi-
cal. 
The Cantata 
The Q,ui Tellis 
--·----------------
' 
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At times, the textual phrasing of the Cantata is so 
powerful that it required a special setting. This need does 
not exist in the Qui Tollis. However, the lack of dramatic 
settings does not mean that the latter version was not an 
improvement but rather that Bach considered each composition 
separately, that he did not simply set a ~ text to an 
older piece solely as a mechanical time-saving device. In 
the next example {measures 63-70), the Cantata version is a 
unique treatment of the phrase, "Hilf mir, Jesu, Gottes 
Lamm," which is sung twice within these measures. The first 
time (measures 63-66) it is a hesitant, questioning utterance. 
The second time (measures 67-70) it is a flowing, decisive 
request. Bach achieves dramatic contrast and a climax (mea-
sures 67-70) within this short portion of the piece. 
~ Canta!!!: 
r 
,, 
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In the Qui Tollis, no such treatment is called for and the 
melodic line is therefore quite different. 
s 
'u. ~ti. ~' ~~ · f;. o • -~ «om.i~ If' i 1. P I ; ~ t r!F h:! A I n J ;. I 
= s ~ • rc.i • •' ~;ltu ·_ ti . • • ~ ,.. lfllitt I <At, 
Quo~. The Quoniam is taken from the second section 
of Cantata 79, ~t der ~ ~ ~ ~ Schild; the text 
of which is the following: 
' 
"Gott ist unser Sonn und Schild 
Darum ruehmet dessen Guete 
Unser dankbares Gemuete 
Die er fuer sein Haeuflein hegt. 
Denn er will uns farner schuetzen 
Ob die Feinde Pfeile schnitzen 
Und ein Laesterhund gleich billt. 
Gott is unser Sonn 1 und Schild." 
("God's a mighty Sun and Shield 
.Wherefore for His greatness praise Him, 
Thankful songs unto Him raising, 
4
see P• 144, 
Who doth all with mercies fill. 
May He alway so attend us, 
And from foemen's darts defend us, 
Raging blasphemously still.") 
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Both versions are very short pieces; the Cantata section 
is 61 measures long while the Quoniam is 74 (the Cantata ver-
sion is repeated). The instrumentation of the Cantata is 
oboe (or transverse flute), alto voice and continuo, while 
. , 
that of the Quoniam is unison violin and viola, alto voice, 
and continuo. Both versions are in the key of D major. 
They start with a twelve-measure instrumental introduction; 
both are practically identical. The only difference is that 
the first few measures of the ~ setting are slightly 
more florid than those of the Cantata' following the usual 
pattern noticeable thus far in all of the instrumental com-
parisons. The following example presents the first three 
measures of each version: 
lli Cantata 
-, ~ .... - Ob· -----. -·-·. + -· .·. • 
- -
• 
~. A 
-
I co~ 
r -; 
.. 
_\ ~ -
f 
! 
278 
~ Q.uoniam 
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Spi tta 1 s statement that· "this music is by no means 
devoid of martial character," seems erroneous. The instru-
mentation, the melody, the rhythm-~none seem to have any-
thing in common with t} "martial" spirit. Notice, for instance, 
the first few measures of the voice entry. 
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In the counterpart of this in the ~' the first measures 
of the voice show--as has already been seen in the instru-
mental introduction--that the new version is more active in 
every way. 
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The first instrumental interlude of the Quoniam (mea-· 
sures 26-31) ends a measure sooner than its counterpart in 
the.Gantata (26-32). The reason for this reduction is that 
the text phrase which follows {32-38) in the Quoniam requires 
seven measures rather than the six (33-38) that are devoted 
. 
to this phrase in the Cantata. The following example shows 
Bach's treatment of the text at this point in the Q,uoniam. 
' l 
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Measures 39-42 in both versions are instrumental in-
terludes and, like the introductions, they are virtually 
identical in content. 
I At measure 43 in both versions, the voice enters. 
In the Mass it continues for several measures but in the 
Cantata, the vocal solo lasts for only two measures, fol-
lowed immediately by an oboe interlude. Such a treatment 
emphasizes the Cantata text at this point, "Gott ist unser 
Sonn' und Schild." The need for such textual-instrumental 
contrast in order to emphasize textual meaning does not 
exist in the g.uoniam where the liturgical text continues. 
The Mass is, after all, essentially a vocal composition 
even in the Late Baroque period. 
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The Q,uoniam 
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As a r~sU"lt of this extension of the vocal line in the Q.uo-
niam, measures 43-50 do not constitute a 11 parody" but are 
newly-composed. Once again, Bach exhibits intentional 
change and particular attention in the later version which 
is not merely a "mechanical" re-setting of a. piece of music. 
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The actual parody begins again in measure 51 (45 of 
the Cantata) and lasts until 66 (61 of the Cantata). Within 
these measures, the only changes made are of the type which 
have been mentioned already in this section. In measure 66 
of the Quoniam, there is a one-measures extension of the vo-
cal cadence which is followed by a seven-measure postlude. 
The cadential extension in the Quoniam creates a feeling of 
finality (the Cantata version is "Dal segno"t), which is fur-
ther strengthened by the postlude. 
In Glor~ ~ei Patris. This movement is borrowed from 
-
t section of Cantata 1£2, Erfors~ m_ich Gott und the firs __ 
in Herz, written for the eighth Sunday art erfahr~ ~ ;;;;.-- er Tri-
-- blY in 1723. The text is based on p 1 Proba sa m cxxxrx ni ty, , 
23-24: ''search me, 0 God, and know my heart; try me and know 
mY 
" Tbe Cantata's adaptation is quite 
t pougbtS• literal: 
"Erforsche mich, Gott, 
Und erfahre mein Herz; 
pruefe mich, 
Und erfahre mein Herz, 
Wie ich's meine, 
pruefe mich; 
Und erfahre mein Herz." 
("O Lord, search me out,· 
~nd examine my heart 
prove Thou me 
~nd consider all my doin 
Enquire of me gs 
prove Thou me 
~nd examine my heart.") 
I, 
,, 
'I. 
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Literally, this text has little in common with the 
In Gloria Dei Patri, but there is a similarity in the mood 
evoked by each text and the musical transition is therefore 
fully as appropriate as in those parodies exam~ned earlier. 
Bach, following hiS customary procedure, reduces the 
instrumentation in the contrafactum. The original Cantata 
movement was scored for corno, oboi I and II, Violins I and 
s and continuo• the M II, viola, full choru ' _asA movement omits 
hanges the oboi for flut 
the corno, and e~c es. One can only 
the possible reasons for th 
speculate as to e omission or the th~t Bach Wrote it 
horn. It is possible ~e~tra i originally With l~ ~ n mi d a t or ore n ' but it 
particular artiS d too sec is more likel~ 
ent seeJlle . Ular and " 
that the instrUJXI · too loud for 
church usage. ~ aoes not b 
l parodJ egin Wi 
The act~~ ~n outlin th the first 
action• e or the two 
measure of' eac~ 5 ·-d diagram: Versions 
·· lOWJ.lW tnay £0:1. be seen in the 
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The Cantata movement (number one in diagram) is sixty-
three measures long while the ~ section (number four) is 
fifty-four measures long. The first six measures of the 
Cantata movement (number two) constitute the usual instrumental 
introduction (it is, after all, the first movement of the 
composition), and the last six measures (number three) are 
an instrumental postlude. Both instrumental sections are 
omitted in the parody. The first three measures of the 
·final version are, however, not part of the actual adaptation 
but consist instead of the intonation of the Qym Sancto 
Spiritu (number five). The borrowed material begins, then, 
in measure seven of the Cantata and measure four of the In 
- -
Gloria ~ Patris. 
There are fewer alterations in this contrafactum 
than in any encountered thus far. The important ones are 
seen in the very first measures. The following examples 
include the first three measures of the duplicated sections 
(measures 7-9 of the prototype and 4-6 of the parody). 
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The In Gloria Dei Patris 
I,. ..... _,..,. 
..• : ... ·~~- .. ~.-= ... ~--~if.&. • ... ~"', •• • "' ; 1 
, 
,. 
'! 
... 4 
-
. . ~;..-t .. :. • .t~.• ;,:~on t =::~ ,. • \ i 
,t 
'! 
• 
• , !r i 
I ~i 
~~, \ ' 
;i 
. i 
...... fliT''~ 
-
..,_..... 
--- ~ \ 
. ' 
~ Jt j ~ 
·:· 
~ '-I ~~ 'f - ;;I 
';J 
tiJI. i..-. • .,.rt/J .,..,. v 
-
• t·\. 
l(, 
. 
- -
, h 
...t.4 • ~ 
p 
, IJ 
'·'I 
·I 
~ - I" ~; ?.Jt~~, A. t h- iA lfo • • :; ~' .. J • • "''" ui • I 
.. 
WI" 
~~' f"" -
tv-
J ll 
-
I 
" 
. 
.,..,_ 
. 
: .. j .... t:. ..... t. ; 
-....:. 
=-I 
--
' 
~ ., ~ "J - ,.. ~ ' f" ~ ·----· 
l 
I 
i 
I 
I 
I 
T 
-
288 
There is distinct alteration in the very first mea-
sure, but it is due to the context. In the Cantata, the 
instrumental introduction ends as the soprano enters. 
Since the ideas exposed in the introduction are the nucleus 
of the melodic figures maintained in the instruments through-
out the movement, the introductory material is repeated as 
orchestral accompaniment to the voice part. 
The~ section starts anew, however, with no in-
strumental introduction between the "tutti" Cum Sancto and 
the In Gloria ~· Here, the first phrase of the soprano 
serves as the intoning of the liturgical text and it also 
serves as a slight point of rest between sections. The con-
tinuo is employed to counteract the absence of other instru-
mental activity and its interpolation at this point of the 
prototype is extremely successful. It seems as if the intro-
duction of the soprano in the prototype were meant to serve 
as an incipit. 
By the second half of measure five (meastire eight. in 
the prototype), the operation is complete and the parody 
becomes totally manifest, easily and without awkwardness. 
The melodic figures of the instruments remain the same in 
spite of the change in instrumentation. The flutes I and II 
l 
take over the oboe I and violin I; the violin I takes over 
the horn part, the viomin takes over the oboe d 1amore, and 
the viola remains fairly static throughout the entire move-
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ment. Also there are only two real changes in these first 
three measures, and these are relatively insignificant; 
(1) at the third beat of the middle measure of the ~~ the 
violin I has the eighth and four sixteenths rather than the 
three eighths of the horn part in the Cantata, and (2) the 
descending octave skip at the end of the vocal phrase in the 
later version. The first alteration suits a stringed instru-
ment and also blends better with the other instruments (the 
horn used in the Cantata for this figure would be much too 
prominent in the instrumentation of the Mass). The second 
change is necessitated by the additional syllable in the Mass 
text. 
As the section continues, changes are made in the flute 
part which is necessarily often written up an octave from the 
violin part of the original version. Notice, for instance, 
.the melodic movement in the two very next measures (10 and 
11 of the Cantata; 7 and 8 in the In Gloria Dei Patris). 
The Cantata 
.......... 
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The In Gloria Dei Patris 
-- --
. ;1.1 
1 Throughout most of the movement, moreover, the born 
f! and oboi of the Cantata play in unison. These parts are du-
plicated in the Mass movement by the first violin; the flutes 
continue to duplicate the first violin of the Cantata and 
the inner parts are identical throughout. There is also 
only slight alteration made in the other instruments and the 
vocal lines are virtually the same throughout the entire 
parody. Little alteration was needed in this adaptation. 
The only changes are slight additions which make the later 
version--as has been Bach's practice thus far--slightly more 
florid. Such typical changes may be seen in bars 40, 48, 
and 49. 
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SUMMARY 
I. Gloria 
A. Based on section 6 of Cantata 67 (1724) 
B. Similarities 
1. Tonality 
2. Length 
3. Form 
4. Introduction 
5. Spirit of the text 
c. Differences 
1. Instrumentation 
2. Tendency towards size and dimension 
3. Addition of voices to introduction 
4. Omits dominant seventh 
5. Alterations due to text rhythm 
6. Alterations due to text content 
7. Harmonic outline 
8. Voices 
' 9. Main theme 
10. More florid 
11. Additional phrase markings 
II. Q.ui Tollis 
A. Based on section 5 of Cantata 179 
B. Similarities 
1. Spirit of the text 
' I 
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2. Length 
3. Form 
4. Harmonic outline 
5. Introduction 
6. Voice 
c. Differences 
1. Tonality 
2. Instrumentation 
3. More florid 
4. Alterations due to text rhythm 
5. Alterations due to text content 
6. Phrase markings 
7. Main theme 
III. Quoniam 
A. Based on section 2 of Cantata 79 (1725) 
B. Similarities 
1. Tonality 
2. Introduction 
3. Voice 
4. Spirit of the text 
·c. Differences 
1. Length 
2. Instrumentation 
3. More florid 
4. Alterations due to text content 
5. Alterations due to text rhythm 
6. Form 
7. Harmonic outline 
8. Main theme 
9. Additional phrase markings 
IV. In· Gloria Dei Patris 
A. Based on section 1 or Cantata 136 (probably 1723) 
B. Similarities 
1. Tonality 
2. Voices 
3. Form 
4. Harmonic outline 
5. Spirit or text 
c. Differences 
1. Instrumentation 
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2. Omission of instrumental introduction and postlude 
3. Alterations due to text rhythm 
4. Alterations due to text content 
5. Alterations due to range considerations 
6. More florid 
7. Length 
8. Main theme 
9. Phrase markings 
TABLE V 
ALTERATIONS MADE IN THE CONTRAFAGTA OF 
THE MASS IN A MAJOR 
! 
GENERAl CH~RACTERI$TICS GLCRIA OUI CUONWI 
TOll IS 
SAME TONAl I TY r/ v 
DIFFERENT TONALITY v 
SAME HAR~ONI C Olln.IHE V_ 
DIFFERENT HARIIONI C Qln.INE 1/ ~ 
SAI4f FOO~Al S TRUClURE tL_ ~ 
iOIFFfRfNT F~MAl !TRUO.JRE v 
SANE Pl!MBfR IJ MEASURES v v 
FEllER ~EASJRES 
ADI11 n O!fAl MEA9JRES 1./"' 
OMISSION Cf I~TROCUCTION 
~VOl TION Of INlRON.JCTION 
INlRDruCTION Cf SAME LEN5W v v 
-'-""" 
:INTROOJCTION OF NHEPfNT LENGTH 
·IIOfNTICJl INST~MENT~ TIO~ 
IAL TERED INSTR!IIIENTATIOH _iL_ J.L_ 
1RE OtltlO I HS -m' 14EN T ~ TJ 014 ,/ 
1AUGIIENTEr I NSTR!I~fHTA ll Ofl / v 
SAME VOl ctS l VOl CE) ,_/ v 
VI FFfRUH V('J {fS ( \'OH!) t./ 
SMAll fR llH.li'\1 S 
HRGfR GlORI$ 
SOillAR ItXT NfA'\Hlli ~ 1/ _1L"_ 
DIFFERENT TEXT MEANING 
GI~NGES £lJF ·TO TrXT N[Hil NG t/ ~ ~ 
SAME TEXT RHT THN 
PIFHRENT TEXT RHYTHM 
OW/6£~ rtlf TO lrxT RHY'THII / JL ~./"' 
OUNGfS t\Jf TO RANGF ll Ill TA Tl ONS 
AlTERATION Cf ~.~ IN THEME v v v 
AOOI Tlf.NAl PHR~SE IIAR~I~GS I/' ~ 
DIFFERENT PHR~SE MARKINGS v v 
MalE FLORID I/ JL_ _V 
lESS flORIC 
-- ---· 
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CHAPTER XI 
THE MASS IN G MINOR 
Kyrie. The Kyrie is based on the opening section of 
Cantata 102, Herr, deine Augen sehen ~ ~ Glauben. 1 
The text of the prototype is • · • • 
"Herr, deine Augen sehen nach dem Glauben. 
Du schlaegest sie, du plagest sie 
Aber sie fuehlen es nicht, sie bessern sich nicht, 
Sie haben ein haerter Angesicht denn ein Fels 
Und wollen sich nicht bekehren." 
("Are not thine eyes, Lord, fixed on perfection? 
Thou smitest them, but they have never grieved. 
Thou chastenest them, yet they have never reformed. 
Their faces are harder 1 gainst Thee set than a rock; 
To Thee there is no returning.") 
The similarity between the moods of this text and a Kyrie is 
at once obvious. This text (Jeremiah V, iii, 6), like a 
Kyrie, is a plea--a prayer to the Lord. So great is the si-
milarity that it is one of the most literal of all the adap-
tations. Each version consists of 118 measures and each em-
ploys the same instrumentation; oboesi and II, violins I and 
II, viola, full chorus, and continuo. The Kyrie, like the 
Cantata movement, has a twenty-measure introduction; the two 
virtually identical. In short, the entire parody is almost 
literal. The only changes made were due to the usual prosodic 
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considerations. This may be seen in the rirst measure or 
the chorus (measure 21). 
The Cantata 
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All this does not necessarily mean, however, that Bach 
achieved here a successful parody. Further investigation 
must be made to see whether the music of the ;cantata serves 
the Latin text as it did the original German text. 
To begin with, the first measures of the chorus seem 
even more fitting for the Kyri~ than for the original text. The 
cho~ntonesthe liturgical text in much the same way that 
a priest intones an incipit. The very first notes are for 
chorus but the phrase is then continued by the alto (mea-
sures 21 and 22). After this, there.is a brief instrumental 
interlude (measures 23-25) which prefaces the beginning of 
the Kyrie proper. The following example shows the measures 
involved (21-26) of the original: 
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When 'adapted to the ~' the music seems even more suitable. • • 
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As the~~ .continues, one notices also the ease vdth 
which the Latin text fits the initial musical phrase of the 
'Cantata. One notices, for instance, the beauty of the soprano 
passage in the next two measures (26-27). 
--------- ~ ~---
This quality does not persist, however, especially in 
measures 38 and 39.where the music of the original version 
represents the text, " ••• du schlaegest sie, du plagest 
sie" (Thou hast stricken them, Thou hast consumed them). 
Here, it was a matter of word Ii<;'tx>~:!$nt for Bach to split 
a vowel with an eighth rest. 
'I~S • I • 
_ll_ 
~ 
¥' . J ' ~~ ~1,. iftt fit, 'A ~li .. ti-~'it, ; ~I ..- ~ ,. I I 
v·' ' • ~~ --~ -:.~~~~. ,1 ~~~ .. ,!At~ <it. ! 
• ._ I -... ,. 
1_ 
r;;T 
• 
8 ,~,i- ,.ittf i!& Jll 
..... ~d t ~~ • 10 '"J ~ rH-· 
~-It 
' 
I 'I 
" 
I 1. r ~ 
301 
The force of the three quarters in the soprano on "plagest 
sie," is also effective. 
These more idiomatic peculiarities become, from a 
prosodic and musical point of view, extremely awkward in the 
adaptation. 
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These few measures alone, lead one to believe that although 
Bach originally chose the prototype with great care, this 
attention did not prevail in the actual writing out of the 
Kyrie. In most parodies, Bach would have taken the time to 
alter this phrase which, unhappily, appears again in measures 
101-102. 
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Measures 63-64 of the Kyrie also contain awkward 
passages. The original text at this point reads, "Aber 
sie bessern sich nicht, Herr! deine Augen, etc." To bring 
out the exclamatory, "Herr!" Bach uses a quarter note with 
two eighth rests on either side. 
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Once again, Bach does not bother to change the phrase in 
the adapted version and textual awkwardness results. 
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Thus, considering all aspects, this is not a parti-
cularly successful parody. Although the beauty of the ori-
ginal was not destroyed, the contrafactum and its model were 
not similar enough in form or content, to warrant as literal 
a transcription as Bach used. 
Gloria. The Gloria is based upon the opening section 
of Cantata 72, Alles ~ ~ Gottes Willen, written for the 
third Sunday after Epiphany, 1726. The text of the original 
again shows a clear relationship with the Gloria ••• 
"Alles nur nach Gottes Willen 
So bei Lust als Traurigkeit, 
So bei gut als boeser Zeit. 
Gottes Wille soll mich stillen 
Bei Gewoelk und Sonnenschein. 
Alles nur nach Gottes Willen~ 
Dies soll meine Losung sein. 
("All things move as God doth will them, 
From Him good and evil flow. 
He gives joy and also woe. 
Mortal cares 'tis God doth send them, 
His the rain and sunshine rare. 
All things move as God doth will them; 
This shall by my watchword sure.") 
304 
The Cantata movement is in A minor; it is 114 measures 
long and scored for oboes I and II, violins I and II, viola, 
full chorus and continuo. The Gloria employs the same com-
bination of instruments, but the key is transposed dovm a 
tone and the movement consists of only 102!measures. Because 
it is the opening movement,2 the original version employs a 
sixteen-measure instrumental introduction, which the Gloria 
omits. The contrafactum actua~ly begins, then, in measure 
17 of the original and in the opening measure of the Gloria. 
Throughout the adaptation, the usual minor changes 
are made that have been documented in all of the preceding 
investigations. The necessary alterations due to considera-
tion of the text accents appear in the very first measure. 
2Four of the five Gloria movements of Bach's five 
Masses arel_.parndies. It is more than coincidental that three 
out of these four are based on opening movements of cantatas;;, 
These are inevitably of a jubilant nature. 
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The alto of the original reads: 
,. 
41· lc$ 
In the new version, it is the following: 
Bach also changes direction of certain melodic figures of 
the Gloria in order to create contrary motion. This happens, 
for instance, in measure 30 (measure 46 of the original ver-
sion). The Cantata has the following melodic treatment: 
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30? 
Bach also strives in his usual manner to make the Catholic 
version a bit more florid. 
The Cantata (alto:measure 90) 
The Gloria (alto: measure 78) 
• --~ d J~c!ll~ I C • • ~ 0 "'___":_ 
As in many of the parodies, however, there are some 
weak moments due to the prosodic needs of the new text. 
This may be seen in a comparison of the following examples. 
In measure 30, the chorus of the prototype has the following: 
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The music at this point is not conducive to the representa-
tion of the ~ text and the measure appears this way in 
the Gloria ••• 
' 
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Here, the "in excelsis" is represented by three different 
rhythmic patterns in the single measure; the soprano has 
"in ex-cel-sis,n the 
~ ~ Li U 
alto has "in ex-cel-sis," while 
~ v ~ r ~ 
the 
tenor and bass have 'in ex-cel-sis." 
., - . , ~' ~ ~ ~ 
In a polyphonic setting, 
this would not be harmful, but as this section is chordal, 
it is rather noticeable. 
The other minor·changes throughout the adaptation are 
of the three types just mentioned. There are, however, a 
few interesting formalistic deviations in the parody in 
addition to these relatively insignificant alterations. 
The first such deviation to be considered is the omission in 
the final version of the instrumental introduction. At 
first glance, one might wonder why Bach excluded it, thus 
disregarding the usual instrumental-vocal alternation. 
It may have been this omission which prompted Spitta to 
say: II • the Gloria does not stand out in radiant • • 
contrast of Christmas glory after the passionate and 
agitated Kyrie, but, on the contrary, the same strain of sad 
and unfulfilled longing prevails. 11 3 In spite of the minor 
key (a good deal of it is in major), the mood is not, however, 
one of "unfulfilled longing.,,~~ Compare the first vocal 
3spitta, ~· £!1., III, 31. 
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phrase in this section with the first lines of the soprano 
of the Kyrie. 4 
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This has all the attributes of what Bach would write, even 
if it were newly composed for a "Gloria" phrase--the florid 
setting of the first syllable, the fact that it ascends, and 
the compactness of the last syllables of the phrase. Fur-
thermore, these traits existed in the original version, as 
may be seen in the next example. 
4see-p. 295'. 
-
' 
"" 
• 
• 
311 
~n~.dt- ..... 
-.,. 
., ~~ ................... 
n ~I lu 1\~~ ~"" S.H,~ Wil· ~~~, • • • • 
----
r 
ll[ IT 
jAI .+ 
''I ~ I~ .__. ......... ...... AI· lu, • • • - · I•• ~~ ~ 6oft&s ,;r· + 
- - r 
• 
-, 
-= 
'=:i ,......_ 
~AI· 
'··' 
AI· /ct, Af. • • • -
• • 
·"' . 
--.: 
~ AI · AI· 'Cj AI- let ----- -fl. ~ Jc4 -
'-· ~ ·-
-
- ---
----
But, in spite of the appropriateness of the setting, 
the lack of the instrumental introduction remains unexplained 
until one investigates fUrther tpe structural design of the 
movement. The original Canta~ movement presents the fol-
lowing formalistic outline: 
I. 
II. 
III. 
rv. 
v. 
Measures 
Measures 
Measures 
Measures 
Measures 
1-16: Instrumental introduction 
17-55: "Alles nur nach Gottes Willen 
So bei Lust als Traurigkeit. 
So bei gut als boeser Zeit." 
55-60: Instrumental interlude 
61-76: "Gottes Wille sell mich stillen" 
(fUgal) 
76-114: "Bei Gewoelk undSonnenschein 
Alles nur nach Gottes Willen 
Dies soll meine Losurg sein. n 
(similar to section II} 
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Thus, the text is divided into three parts with an interlude 
between the first and second sections. One of the reasons 
why Bach chose this for a prototype is at once obvious; 
the text of the Gloria is also a three part construction. 
Noteworthy too, is the similarity of texts, especially that 
of "Gottes wille soll mich·stillen," which in the Gloria 
becomes the ~ in terra pax, aet, in both instances, polypho-
nically. 
It now also becomes clear why Bach omits the introduc-
tion. Because the Gloria text is also in three parts, it 
represented for Bach a chiastic formalistic possibility, 
which he has utilized frequently in these smaller masses. 
By omitting the introduction and by inserting another brief 
instrumental interlude (measures 60-63), similar in content 
to the other instrumental interlude, he achieves this more 
symbolic structure. 
I. Measures 1-39: "Gloria in excelsis Deo" 
(corresponds with II of the Cantata) 
II. Measures 39-44: Instrumental interlude 
(Corresponds with III of the Centata) 
III. Measures 45-60: "Et in terra pax homini bus boriaei·Volun-
ta tis" 
(corresponds with IV of the Cantata) 
IV. Measures 60-63: Instrumental interlude (the same as 
measures 39-42, transposed up one 
tone) 
V. Measures 64-102: "Laudamus te, bened icimus te, 
glorificamus te." 
(Employs material of section I\) 
(corresponds with section V of the 
Cantata) 
3:13 
Further investigation reveals the subtle skill of the 
apparently mechanical adaptation. For instance, there is 
one more noticeable change. In the Et in terra pax, the cen-
ter of the chiastic symmetry, Bach omits the oboi. Simul-
taneously, the strings, 6nl:yt.at thi,a place~'in:Jtl:ie:x.:,; ~;~>.:: 
entire movement, are strictly accompanimental, playing only 
staccato quarter notes on the first and second beats of each 
measure. This section is also the only fugal section of the 
entire movement. Thus, it is typically Bachian in its forma-
listie concept. 
This portion is not only successful within itself, 
but also presents contras:t. for the following vocal section, 
the Laudamus te. In the Cantata,- this section employs the 
oboi and goes directly into the final section, since, in 
that composition, the text is continuous. Thus, the sectional 
character of the ~- text is another reason why Bach omitted 
the oboe, inserted an instrumental interlude, and thereby 
gained contrast in preparation for the Laudamus te. 
The following outline elucidates a comparison of the 
formal schemes of the two versions: 
The Cantata The Gloria 
Measures 1-16 (instrumental) 
Measures 17-55 (vocal) ~Measures 1-39 (vocal) 
Measures 55-60 (instrumental)~ Measures 39-44 (instrumental) 
Measures 61-76 (vocal) : Measures 45-60 (vocal) 
Measures 60-63 (instrumental) 
Measures 76-114 (vocal) -:;Measures 64-102 (vocal) 
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Gratias. The Gratias is parodied after the fourth 
section of Cantata 187, Es wartet alles auf dich, written 
..;;...;..;~~---- --
for the seventh Sunday after Trinity, probably in 1726. 5 
The text of the Cantata movement is the following: 
11Darum sollt ihr nicht sorgen noch sagen; 
Was werden wir essen, was werden wir trinken, 
Womit, werden wir uns kleiden. 
Nach solchem allen trachten die Heiden. 
Denn euer himmlischer Vater weiss, 
Dass ihr dies alles beduerfet." 
This is based on St. Matthew VI, 31-32: 
"Be therefore never troubled, nor say ye, wherewith 
shall we feed us, what shall we drink now, and wherewith, 
too, shall we be clothed? For after these things seek all 
the Gentiles. But your heavenly Father knows that ye of 
all these things have need. 11 
The association of this text with a Gratias is of 
course obvious, although this text is not, like the Catholic 
adaptation, a song or prayer of thanks. With these words, 
St. Matthew ~- -· urgeS ... ·- the people to be thankful for the fact 
that the Lord has knowledge of their needs. It is therefore , 
almost directly opposed to the spirit of the Gratias, which 
is a prayer of thanks from Christians to God. 
This difference must have been important to Bach, for 
------------------------------------------------------
5Alfred Duerr, "Zur Chronologie der Leipziger Vokal-
werke !!:• §.• Bachs," Bacn:Jaflrbucb, XLIV\!957), 1 9. 
--------· ·------- ------- ----------· 
-----------· --------
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wherever a certain instrumental figure appears in this aria, 
he employs an inversion of the original setting. This occurs 
in measures 11-13, 23, 35, 44-46, 60-63, 68, 83-85, 95-96, 
and 110-112. In the prototype, the figure appears in the 
following form: 
In the ~iasJ it is ••• 
Aside from this, very few changes are made in the pa-
rody and most of these are relatively unimportant. Both ver-
sions are for bass solo, with apcompaniment for violins and 
continuo. The original version is in G minor while the Gra-
tias is in D minor; the necessary range adjustments are evi-
dent. One also notices the usual changes due to consideration 
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of the text accents. Once again, they occur in the very 
first vocal phrase. 
The Can tat a 
~ Gratias 
-
,• 
fi.a~ •·oitttvsti· b1 
------ ---------------------' -- 'I"' -----~- ------' 
The tendency towards a more florid style also exists 
in this parody, as may be seen in the continuo line in 
measures 26-28. 
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There are also the usual minor changes which improve 
the final version. One notices, for instance, the musical 
representation of the text in measures 83-87. 
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Each syllable of the words, "propter>.magnam" is held majesti-
cally for two beats. Then, there is the usual melisma on 
the first syllable of "Gloriam." These same measures in 
the Cantata version are as follows: 
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Another seemingly minor change is that the Gratias in-
serts an additional vocal phrase between measures 88-100. 
Thus, the entire movement is 114 measures long while its mo-
del is only 103. The reason for this insertion is not at 
once obvious. It was not done to complete the text because 
Bach could have adjusted and completed it within the original 
number of measures. Nor was it done for any obvious textual 
representation. Once again, one must investigate the form, 
and the search is not in vain. 
First of all, a certain symmetry exists in that the 
fourteen-measure introduction and the instrumental postlude 
are identical. 6 Within this composition, however, chiastic 
form does not materialize as in the previous movement. But, 
there is nevertheless, an equally interesting symmetry. 
If each text phrase is listed, the following outline re-
sults: 
6There are no alterations made 
this introduction and postlude except 
inverted phrase (seep. 3r~-l 
in the adaptation of 
the aforementioned 
• 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Measures 
Instrumental introduction 
"Gratias agimus tib111 
Instrumental interlude 
"Propter magnam gloriam tuam" 
Instrumental interlude 
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1-14: 
15-35': 
35-36: 
37-44: 
44-47: 
48-60: "Domine Deus, rex c oelestis, Pater 
omn1potens 11 
6o-64: Instrumental interlude 
64-71: "Rex coelistis Pater omnipotens" 
71-72: Instrumental inter1ude 
73-75: "Gratias agimus t ibi'~. 
75-76: Instrumental interlude 
77-79: "Gratias agimus tibi" 
79~80: Instrumental interlude 
81-83: "Gratias agimus tibitt 
83-87: "Propter magnam gloriam tuam" 
88: Instrumental interlude 
89-95: "Domine Deus, rex coelestis, Pater 
omnipotens" 
95-96: Instrumental interlude 
97-100: "Pater omnipotens" 
100-114: Instrumental postlude 
This presents a few formalistic facets which do not 
exist in the prototype and which are worth some attention. 
The earlier version is, except for the introduction and 
postlude, a through-composed type, but the parody is quite 
different. 
First of all, the fact that the introduction and post-
lude are 14 measutes each is;. perhaps symbolic; 7 symbolism may 
also exi.st in the length of the entire section--114 measures. 
Equally interesting is the fact that the complete movement m?Y be 
divided into twenty brief sections; ten vocal and ten instrumen-
?"Fourteen" is symbolic of Bach's name since "b" is 
the second letter of the alphabet, "a" the first, "c" the 
third, "h" the eighth, the sum of which is fourteen. 
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tal. The tenth section, the middle of the movement, is the 
beginning of a series of three "Gra tias agimus tibi·!~' . -~ 
Although the Catholic form of the Mass requires only one 
"Gratias agimus tibi," Bach undoubtedly used three for a 
specific symbolic and formalistic purpose. Also, because of 
the two instrumental sections, which separate the repetitions 
of the phrase, the third "Gratias agimus tibi" occurs in the 
fourt~h section of the piece. 
Thus, a subtle form was established which may have in-
volved a conscious representation of B A C H (14) and the re-
ligiously symbolic number three. Whether it is a determined 
formalistic concept or merely a "by-product" of a logical mind 
is irrelevant. The important thing is that the Gratias em-
braces a formal concept that was non-existent in the proto-
type, a concept which resulted from the insertion of the 
one phrase between measures 88 and 100. 
Domin~ Fill Unigenite. This movement is from section 
three of Cantata .!§1, the origin of which was discussed 
briefly in the preceding section.8 The text of the Cantata 
movement is the follo.wing: 
8 See P• 314, 
"Du Herr du kroenst allein, 
Das Jahr mit deinem Gut, 
Es traeufelt Fett und Sagen, 
Auf deines Fusses Wegen 
Und deine Gnade ist 1 s, 
Die alles Gutes tut." 
( ''O Lord, Thou crown' st the year 
With plenteousness of food 
Thou scatt'rest all and plen~ 
On earth's else toilsome journey. 
Thy generous heart it is 
That all things rules for good.") 
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Both versions employ the same instrumentation: oboe, 
violins I and II, viola, alto voice, and continuo. But, in 
the Mass movement, Bach writes the violin I on a separate 
staff; in the original version it doubled the oboe part. 
Another difference lies in the lengths of the two 
versions; the Cantata. movement is 171 measures long while the 
the Domine fill unigenite consists of 209. The formalistic 
structure of each version and the inserted measures of the 
Mass movement may be seen in the following outline. After 
this comparison, each section will be discussed briefly. 
~ E!!:!. .-.UN ... IG.-EN.-Il-.E 
MEASURES 1•17: INSTR. INTRO. • 
MEASURES IB-24: DOMINE Fill UNIGENITE • 
MEASURES 24-~: INSTR. INTERL. • 
MEASURES 32•71: DOMINE Fill UNJGENITE • 
JESU OIRISTE 
(MEAIUIES 53-54 AlE 
IISEITU) 
MEASURES ¥2•83: INSTR. INTERL. • 
(UAtT IEPETITIOI fP 7•18 
II 1111 DOMIIAIT) 
MEASURES 84-104: DOMINE DEUS, AGPIUS DEl, • 
F TlJLIUS PATRIS, ~I TOLUS 
PECCATA MUNDI MISERERE NOBIS • 
(MEASUIEI 96-100 All 
IISUTit) 
MEASURES 105-108: INSTR. INTERt. • 
MEASURES 109-116: DOMINE DEUS, AGNUS DEl, • 
MEASURES 117·139: 
MEASURES 140.155: 
MEASURES 156-191: 
MEASURES 191•209: 
FILIUS PATRIS, QUI TOLLIS 
PECCATA MUNDI, MISERERE 
HOOtS. 
NEWLy COMPOSED (UMI TUT 
C:OIITIUll) 
QUI TOltiS PECCA TA MUNDI 
NEWLY COMPOSED (aAMt TUT 
eoanauu) 
I NSTR. POSTLUDE 
• 
• 
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THE rANTATA 
MEASURES 1•17 
MEASURES IB-2•: DU HERR, DU KROENST AllEIN 
DAS JAm MIT DEINEN GUT 
MEASURES 24-31 
MEASURES 32•69: DU HERR, DU KROENST ALLEIN 
DAS JAHR MIT DEINEN GUT 
MEASURES 69-81 
MEA SIRES 82·97: 
MEASURES 98-101 
MEASURES 102-109: 
MEASURES 11$-117: 
MEASURES 118-134: 
MEASURES tS5-153: 
MEASURES 154-171 
ES TRAEUFET FETT UNO SEGEN 
AUF ~U;NES-FUSSES WEEEN, 
UNO GNADE 1ST'S DIE 
AllES GUTTES TJ«JT 
EaS TRAEUFET Fffi UNO 
S86EN AUF AlLEN DEINEN 
WEGEN, UND DEIHE GNADE 
1ST'S DIE AllES 
GUTES lliUT. 
(sAMI TEXT ODITIIUES) 
OU HERR, DU KROENST 
AllEIN DAS JAHR MIT 
DEINEM GUT 
(sAME TEXT COITIIUEt) 
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Measures 1-17 (The Cantata: 1-17)--Instrumental Introduction. 
Except for the aforementioned fact that a separate staff 
is given to the violin I of the Mass, the introductions of 
of both versions are identical. This slight change creates 
a greater variety of tonal contrast which is exhibited in 
the very first measures. 
The ·Cantata 
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As the introduction continues, additional color is 
also achieved by the addition of a D flat in the viola part 
at measure 11 which did not exist in the Cantata introduction. 
The resultant G diminish~d chord replaces the G minor chord 
of the Cantata. This is an exception to Bach's usual pro-
cedure in which the Mass is generally more austere and of a 
simpler harmonic nature than the prototype. If one were to 
consider the introduction as an entity within itself, he 
'i 
i 
It>- .i.i 
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would perceive no obvious reason for the insertion of the 
D flat. Perhaps Bach uses it to give the listener an indica-
tion of what is to come in the composition proper which is 
more involved in its harmonic concept than its model. 
Measures 18-24 (The Cantata: 18-24). 
The Cantata Text 
-
"Du Herr, du kroenst allein das Je.hr mit deinem Gut." 
~Mass~ 
"Domine fili unigenite" 
The more florid quality of the later version is re-
vealed in the very first measure of the aria. The first 
vocal measure in the Cantata has • • • 
~-- I A 
while the Domine fili unigenite has ••• 
r r 1 
I ___ J, . . 
. f -----
• 
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Measures g4-31 (The Cantata: 24-31).-Instrumental Interlude. 
In the very first measure of this first interlude, 
the D rlat appears again in the viola part whereas the Can-
~~ has an E at this point. 
Measures 32-71 (The Cantata: 32-69). 
The Cantata ~ 
"Du Herr, du kroenst allein das Jahr mit deinem Gut." 
The Mass Text 
-----
"Domine fill unigeni te Jesu 'Christa" 
Measures 32-42 equal measures 1-10, with, however, the 
addition of the voice. Also, the instrumental parts in 
measures 44-49 equate measures 1-6, transposed up a fifth 
..r 
to the dominant. Measures 50-58 employ only voice and coninuo, 
tt, 
and the remaining measures of this portion (through measure 
71) utilize instrumental ideas exposed in the introduction. 
The act or placing the oboe and first violins on different 
starfs not only creates better tone color in the ~ move-
ment (discussed in reference to the introduction), but also 
offers a simpler background for a more florid solo part, 
for example, in measures 38-39. 
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The Cantata 
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The Domine ffi! upigenit~ 
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The most radical change in these measures is that 
whereas in the Domine Ifill this section extends to measure 
71, in the prototype, it goes only to measure 69; measures 
53 and 54 of the later version are newly created. The pa-
rody is resumed in measure 55 of the Domine and measure 53 
of the original. This is done in consideration of the number 
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of text syllables and the fact that the accents fall diffe-
rently than in the Cantata text. 
Measures 72-83 (The Cantata: 69-81)--Instrum.ental Interlude. 
This is an ezact repetition of measures 7-18, trans-
posed up a fifth to the dominant. 
Measures 84-104 (The Cantata: 82-97). 
The Cantata Text 
-
"EB traeufet Fett und Segen 
Auf dienes Fusses Wegen, 
Und Gnade ist's die alles Gutes thut" 
The Mass text 
---
"Domine Deus, Agnus Dei, Filius Patris, qui tollis 
peccata mundi, miserere nobis." 
The first noticeable change in this section of the 
movement is that the first two measures are accompanied 
whereas in the original version, they are devoted solely 
to the voice and continuo. This, however, is not so much 
an addition to as the logical continuation of the movement; 
the omission of instruments at this point in the Cantata -· · 
is conspicuous. Thus, one must not look to the parody but 
to the original for Bach's reason for this alteration. 
The answer may be found in the text, which at this point 
is, 11 ••• Es traeufet Fett und Segen, etc." The literal 
meaning of "traeufet" is to drop, trickle, or sprinkle, 
hence, "He sprinkles us with plenty and blessings." So, 
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on the first syllable of "traeufet" Bach paints this word 
with a descending melis.ma and omits the instruments in order 
to emphasize the coloring •. Hence, in ~e Cantata, the measures 
appear ••• 
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In the ~, no such necessity exists, so he continuos 
in the orthodox way, retaining the continuity of the voice 
with the complete instrumental accompaniment. 
j 
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As the Cantata section continues, the text is empha-
sized by the staccato eighth notes in the oboe and strings, 
as may be seen in the next three measures. 
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Once again, the ~ continues in the usual way; there is 
no reason for sudden "staccatos." 
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As intimated previously, Bach was apparently in no . 
particular hurry to complete this movement of the ~ des-
pite the possibility that his reasons for using a model 
were functional. The care Bach exercised is shown by his 
separation of the oboe and first violin parts in ord~r to 
achieve. more possibilities of instrumental combinations. 
Other such instances throughout this movement are the addi-
tion of a few notes in the instrumental lines where they 
' 
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did not exist in the original. This happens, for example, 
in measures 94-95 (measures 92-93 in the Cantata). 
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Here, the addition of.the strings, which utilize a suspen-
sion to portray the "burden," also helps to emphasize the 
word, "mundi." 
• 
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Measures 96-100 are an insertion; the parody begins 
again in measure 101 of the Ma~ and measure 94 of tne Can-
tata. The additional measures may have been interpolated to 
emphasize the phrase "Q.ui toll is peccata mundi • 11 When the 
phrase is repeated, once again, the strings play a suspension 
on the word, "mundi." Thus, the entire inserted phrase is 
as follows: 
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Measures 105-108 (The Cantata: £8-101) --Instrumental Interlude. 
Measures 109-116 (The Cantata: 102-109). These measures are 
the same in both versions, but following this, even though 
it is still the middle of a vocal phrase, the parody is dropped 
until measure 140. Then, one notices that measures 140-155 
are similar to measures 118-134 of the original. Measures 
156-191 appear to be freely composed, or, have at most, only 
a vague resemblance to 135-153 of the original. The instru-
mental postludes (measures 191-209 of the ~; measures 
154-~71 of the Cantata) are identicaL. 
There are no obvious reasons for the sudden insertion 
of additional measures and the shift from the prototype to 
original material. One possibility may be Bach's desire to 
make the parody a more extensive and complete art.work than 
the original model. Bach was forced to change the material; 
otherwise, the Mass movement would have proved to be extremely 
repetitious; the original version already consisted of seve-
ral repeated phrases and melodic figures. 
The Qu! Tollis. The Qui Tollis, like the two prev~ous 
9 
movements, is based upon a section of Cantata 187. This. time 
Bach uses the fifth section of the Cant~, one whose text 
is again akin to that of the Qui Tollis ••• 
9 See P• 314. 
"Gott versorget alles Leben, 
Was hienieden Odem hegt. 
Sollt' er mir allein nicht geben, 
Was er allen zur:;esagt?· 
Weicht, ihr Sorgen, seine Treue 
Ist auch meiner eingedenk 
Und wird ob mir taeglich neue 
Durch manch' Vater Liebs geschenk." 
("God in plenty e'er provideth; 
May He giveth life and breath. 
Sure, to me He ne'er denieth 
What His whole creation hath. 
Hence ripening. In His goodness 
God for me will ever care. 
Daily will He show me kindness, 
Gifts of love and mercy rare.") 
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The original version is for tenor voice with oboe and 
continuo while the parody is for soprano, oboe and continuo. 
Following his usual procedure, Bach extends the parody, the 
Cantata movement consisting of 63 measures and the Qui Tellis 
of 78. 
The Cantata movement consists of two basic sections: 
Section I (measures ~) 
"Gott versorget alles Leben, 
Was hienieden Odem hegt. 
Sollt' er mir allein nicht geben, 
Was er allen zugesagt?" 
Section II (measures 21-62) 
"Weicht, ihr Sorgen, seine Treue 
Ist auch meiner eingedenk 
Und wird ob mir taeglich neue 
Durch manch' Vater Liebs geschenk." 
This may be broken down further into five sections • 
• 
339 
I. Measures l-5: Instrumental Introduction 
4 
4 
3 
8 
4 
4 
II. Measures 6-15: 
"Gott versor get alles Leben 
Was hienieden Odem hegt. 
Sollt 1 er mir allein nicht geben, 
Was er allen zugesagt?" 
III. Measures 16-20: Instrumental Interlude 
IV. Measures 21-57: 
"Weicht, ihr Sorgen, seine Treue 
Ist auch meiner eingedenk 
Und wird ob mir taeglich neue 
Durch manch' Vater Liebs geschenk." 
v. Measures 58-63: Instrumental Postlude 
The change into 3-8 at "Weicht ihr Sorgen, etc." is typically 
Bachian. Also characteristic is the return to 4-4 at the 
beginning of the last section, the instrumental postlude. 
The parody also has two basic sections. 
Section I (measures ~) 
"Q.ui tollis peccata mundi, 
Suscipe deprecationem nostram. 
Q.ui sedes ad dexteram Patris 
Miserere nobis." 
Section II (measures 22-73) 
"Q.uoniam tu solus sanctus, 
Q.uoniam tu solus Dominus, 
Q.uoniam tu solus altissimus 
Jesu Christe." 
Like the original version, this may also be broken into five 
£ormalistic units, but these are not so symmetrically con-
structed as those of the prototype. 
4 
4 
3 
8 
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I. Measures 1-5: Instrumental Introduction 
II. Measures 6-18: 
"Qui tollis peccata mundi, 
Suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris 
Miserere nobis." 
III. Measures 19-21: Instrumental Interlude 
IV. Measures 22-73: 
"Quoniam tu solus sanctus, 
Quoniam tu solus Dominus, 
Quoniam tu solus altissimus, 
Jesu Christa." 
v. Measures 73-78: Instrumental Postlude 
A comparison of the two versions may be better per-
ceived with the basic formalistic outline of each placed 
side by side. 
The Cantata The Qui Tallis 
I. Measures 1-5: 
f 
I. Measures 1-5: 
Instrumental Instrumental 
4 4 
4 II. Measures 6-15: 4 11. Measures 6-18: 
Vocal l III. Vocal III. Measures 16-20: Measures 19-21: Instrumental Instrumental 
3 ~ IV. Measures 21-57: IV. Measures 22-73: 8 Vocal 3 Vocal 8 
4 { v. Measures 58-63: v. Measures 73-78: 4 Instrumental Instrumental 
The ~a-symmetr~YY of the parody is due to various fac-
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tors. First, the length of Section III is not sufficient 
to produce a completely satisfying section. Section IV 
(measures 22-73) is, however, much longer than its counter-
part in the ~ata (measures 21.-57). Bach retained the 
change of tempo in this section but, contrary to its proto-
type, the movement remains in triple time until the very end. 
This change and the simultaneous return to the instrumental 
material of the introduction and interlude--indeed, measures 
58 and 59 are the same as measures 1 and 2--follows the 
essential rounding out of the formalistic structure of the 
Cantata movement. 
The parody does not return to the material of the two 
previous instrumental sections but simply continues instru-
mental ideas exposed in the accompaniment of Section IV. 
Thus, at this point in the later version, changes occur not 
only in form but in content as well. Earlier, only moderate 
alterations occur. Investigating the adaptation section by 
section one discovers the following changes and characteris-
tics. 
Section I (measures !=E)• This is a literal repetition of 
section I or the Cantata movement. 
Section ll (measures~). From the very beginning of the 
aria (measures 5-6), Bach makes the usual adjustments for the 
text. 
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~ Cantata 
-
~ Q.ui Toll is 
I ( I I 
-
There is also the usual tendency to treat the later 
version in a more florid fashion. This may be seen in 
measure eight. 
~Cantata 
-----------~~---- ~~ ---~~-
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In measure ten, in order to bring out the final 
"derJrecHtionem nostram" of this section, Each onits the 
oboe part. 
The Cantata 
Th~ ~ui Tellis 
When he returns to the oboe accompaniment in the next mea-
sure (the second measure of the examples) Bach does not 
omit the instrumental material that had appeared in measure 
ten of the Cantata, but inserts an additional one-half mea-
sure and includes the complete instrumental phrase. 
There is another similar change in this section--an 
extra two measures of text (measures 17 and 18). These are 
not, however, additional measures because Bach superimposes 
the text over the first measures of the instrumental inter-
lude (measures 16-18) of the prototype. 
' . 
' 
. 
• 
The Cantata 345 
The Qui Tollis 
• 
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~io£ !!I (measures 19-21). The only alteration made here 
is an addition of one oboe figure in measure 20. 
The Cantata 
The Qui Tellis 
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This insertion is made to counteract the additions made in 
section II. Up to this point, the Qui Tollis was a half-
measure longer than the original movement, and the insertion 
was necessary to round out the movement. Thus, the first 
three sections of the Qui Tollis consis~ of 21 measures 
while the original had only 20. 
Section IV (measures 22-?3). The change to 3/8 is equally 
appropriate in the ~ movement as it was. in the model be-
cause it comes at the beginning of the Quoniam. The first 
measure of the parody is an insertion, due to the longer 
text of the ~. The Cantata phrase is, "Weicht, ihr 
Sorgen;" the~ phrase has two more syllables than that · 
of the Cantata, "Quoniam tu solus. tt The first three 
measures of section IV of the Cantata movement are • • • 
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The parody has • • • 
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Thus, the parody is two measures longer than the 
original and it continues so until measure 54. From that 
measure to the final measure (78), including the last half 
of section IV (measures 54-73) and all of section v, the 
instrumental postlude (measures 73-78); the~ movement 
is newly composed. At this point in th~ cantata movement 
(measure 52), there are only the five measures remaining in 
section IV and the six measures of the instrumental postlude 
which are, as mentioned previously, similar in content to 
the instrumental introduction and interlude. 
In suggesting reasons for the change to newly-created 
material, it is important to remember that the brief postlude 
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of the parody does not return to 4/4 or to the material of 
the intr'oduc tion and interlude, but, as mentioned previously, 
merely continues the accompanimental material of the fourth 
section. This gives the effect of a basic two-part form for 
the entire composition; section I is the Qui Tollis and sec-
tion II is the Quoniam. In the Cantata, the entire section 
represented one text, one autonomous unit. The~ movement, 
representing two textual units, has no reason to return to 
material exposed in section I. It should also be mentioned 
that the new material in section III of ·the parody represents 
the Mass text more vividly than the contents of the original 
version. This may be seen in measures 64-66 where Bach gives 
:the usual kind of musical representation of the text, "tu 
solus altissimus." 
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No such musical phrase occurs in the prototype. 
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Gum Sancto. The final section of the Mass in G Minor 
is based upon the opening movement of the Cantata discussed 
in the three previous investigations.10The text of the Can-
tata version is based upon Psalm 104 • • • 
"Es wartet Alles auf dich, 
Dass du ihnen Speise gebest 
Zu seiner Zeit. 
Denn du ihnen gibest, so sammeln sie; 
Wenn du deine Hand auftus t, 
So werden sie Guete gesoo:ttiget." 
("Here wait, Lord, all things on Thee, 
That Thou mayest give them meat 
In Thine own good time. 
vVhat Thou hast provided they gather in. 
Thou op'nest Thy hand with good; 
With plenty and with good things they're satisfied.") 
Thus, the relationship between the text of the origi-
nal setting and the ~ section is obvious. The instrumen-
tation is also similar. Both versions employ· oboes I and II, 
strings, full chorus and continuo. The common practice of 
increasing the number of measur•s of the parody is not evi-
dent here, however, for the Cantata movement has 125 measures 
while the parody has only 105. In a sense, an increase does 
take place in the actual parody because the Cum Sancto eli-
minates the 27-measure introduction of the prototype. As 
hasbeen noted previously with regard to other parodies, the 
introduction exists in the prototype because it is the open-
ing movement. There is no need for such an introduction in 
the ~. 
However, the parody does not begin in measure 28 of 
the original setting and measure one of the QEm Sancto, for 
fhe first seven measures of this composition are newly-created. 
The actual parody begins in measure eight of the Qgm Sancto 
and measure 28 of the original setting. Thus the parody 
section is, in actuality, longer than the original model. 
The first seven measures are the only newly-created 
bars of the entire Cum Sancto. They are ~ cappella and, 
because they are the only measures which are unaccompanied, 
they create the effect of a priest uttering the intonation. 
This effect is further strengthened by the fact that the 
first six measures devote themselves to the text, "Cum 
Sancto Spiritu;" the seventh measure introduces the orches-
-r 
tra; and in the eighth measure, the parody begins wi~l full 
orchestral accompaniment to the text, "In Gloria Dei Patris." 
In the very first measures of the parody (8-9), 
Bach makes the usual changes due to consideration of the 
text accents. 
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Aside from other slight changes of the same type, the 
remainder of this movement is an exact reproduction of the 
original. So literal an adaptation has proved to be a rare 
occurrence throughout the investigation of the smaller Masses, 
but as in the ~ew similar cases, no changes were needed. The 
spirit of the music, the form, and the instrumentation were 
all appropriate for a Cum Sancto. The only characteristic 
which may seem a bit incongruous in spirit is the fact that 
it is v~itten in a minor key. However, much of the composi-
tion is in major and it ends with a major chord, so this as-
pect is not particularly disturbing. 
There are also other aspects which reveal the appro-
priateness of the setting. First of all, it is fugal, a 
form Bach chose for many Cum Sancto's. Apparently, Bach 
wanted this final, culminating movement in praise of God to 
be in the most perfect of all musical styles, the fugue. The 
florid quality of the fugue subject itself is also suitable 
for this text. One notices this especially on the word, 
"Gloria," seen in the previous example. 
Another factor which contributes to the quality o:f 
the adaptation is the way in which the theme fits the phrase, 
"cum Sancto Spiritu." The theme is similar to all those 
which represent this text; the first note is low, usually 
the fifth, and is written under the "Cum;" the "'sa~" is 
higher, usually at least a fourth, as in this case, and the 
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11<!to" again descends. The phrase in this situation is ••• 
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Compare this mth the first vocal measures of the Cum Sancto 
Spiritu of the B Minor Mass • • • 
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SUMlVfARY 
I. Kyrie 
A. Based on section 1 of Cantata 102 (1726) 
B. Similarities 
1. Spirit of the text 
2. Length 
3. Instrumentation 
4. Introduction 
5. Tonality 
6. Form 
7. Harmonic outline 
8. Voices 
c. Differences 
1. Alterations due to text rhythm 
2. Main theme 
3. Phrase markings 
4. More florid 
II. Gloria 
A. Based on section 1 of Cantata 72 (1726) 
B. Similarities 
1. Instrumentation 
2. Voices 
3. Spirit of the text 
c. Differences 
1. Tonality 
• 
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2. Length 
3. Excision of the introduction 
4. Alterations due to text rhythm 
5. More contrary motion 
6. More florid 
7. Form 
8. Harmonic outline 
9. Main theme 
10. Phrase markings 
III. Gratias 
A. Based on section 4 of Cantata 187 (probably 1726) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Introduction 
4. Voices 
c. Differences 
1. Inversion of melodic figures 
2. Tonality 
3. Alterations due to range limitations 
4. Alterations due to text rhythm 
5. Al t era ti ons due to text content 
6. More florid 
7. Fonn 
8. Ha~onic outline 
9. Main theme 
10. Length 
11. Phrase markings 
IV. Domin~ Fili Unigenite 
A. Based on section 3 of Cantata 187 (1726) 
B. Similarities 
1. Instrumentation 
2. Introduction 
3. Tonality 
4. Voice 
5. Spirit of the text 
c. Differences 
1. Length 
2. Form 
3. Harmonic outline 
4. Alterations due to text rhythm 
5. Alterations due to text content 
6. Phrase markings 
7. Main theme 
v. Qui Tellis 
A. Based on section 5 of Cantata 187 (1726) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Tonality 
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4. Introduction 
c. Differences 
1. Voice 
2. Length 
3. Form 
4. Harmonic outline 
5. More florid 
6. Alterations due to text rhythm 
7. Alterations due to text content 
8. Insertion of newly-composed material 
9. Ma.i n theme 
10. Different phrase markings 
11. Length 
VI. Gum Sancto 
A. Based on section 1 of Cantata 187 (1726) 
B. Similarities 
1. Spirit of the text 
2. Instrumentation 
3. Voices 
4. Tonality 
5. Harmonic outline 
6. Form 
c. Differences 
1. Length 
2. Excision of sinfonia 
3. First seven measures are newly-composed 
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4. Alterations due to text rhythm 
5. Main theme 
6. More· florid 
7. Additional phrase markings 
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TABLE VI 
ALTERATIONS WADE IN THE CONTRAFACTA OF 
THE MASS IN G MINOR 
-
GENERAL CHARACTERISTICS KYRIE GLOOIA GRATIAS DOlfi N I FIll 001 CUM 
UHIGENI TE TOLL IS SANCTO.! 
I SAHE TONALITY v v v v I 
DIFFERENT TONALITY v I V"' 
SAME HARMONIC OJ RIKE ~ v 
DIFFERENT HARMON! C CIJTLINE v v ......... v 
SA~E FOOf.IAL SlRU C"R..RE v , 
/01 FFfRfNT FORNAL S'IRIJ C'RJRf v v v ,-
:SAME ~MBER OF Ji!EASURES v 
FEWER MEA9.JRES v &,./ 
'MDI TIONAl ~EA91RFS v v 
""' ,OMISSION OF INTROruCTJml v ,_.. 
I 
I~DOI Tl ON Of I ~lROnJ CTI ON 
j ltllRO[tl CTI ON OF' SAME lfNG lH 
I Hi rnoru CTI ON OF' 01 FHREN T UNG TH 
v v v ~ 
IPH:TICAL INSTRliMENTATION v:_ v v v v v 
AlTERED INSTRJMENTATI ON 
REruCEO INSTRJMENTA liON 
~.UG«EtllED INSlRUMENTATI ON 
SAME VOl CES (VOl CE) £ v I/" v v 
DIFFERENT VOl t!S (VOl CE) v 
SMAllER OHJRUS 
LARGER OIORUS 
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CHAPTER XII 
THE EASTER ORATORIO 
Until 1943, the Easter Oratorio was thought to be a 
freshly-created work. Then; in that year, Friedrich Smend 
proved circumstantially that it was based entirely upon the 
so-called Cantata 217, Entfliehet, verschwindet, entweichet, 
ihr Sorgen. ~he conclusiveness of Smend1 s hypothesis has led 
to the general contention that the Oratorio is a parody and 
it is documented as such in Schmieder's Thematisches-V~rzeich­
nll and Neumann's Handbook .Q! lQ,h. Seb. Bach's Cantatas•· Due 
to the fact that the score of Entfliehet, verschwindet is not 
extant, there is no place for a discussion of the adaptation 
in this paper. However, Smend's research and conclusions 
will be summarized briefly. 1 
Smend based his original supposition that the Easter 
Oratorio might be a parody on the fact that so many of 
Bach's religious choral works were borrowed from earlier 
secular works. He therefore set out to study Bach1 s 
method crf Parodien. In doing so, he discovered that the 
text of the new version is inevitably similar to that of 
lrhe material is based on the publication of Smend 1 s 
reconstructed version of the Cantata and the Nachwort of this· 
same publication (Bach, Johann Sebastian, Schaeferkantate: 
Entfliehet, verschwindet, entweichet, ihr Sorg~, Baeren-
reiter-Verlag, Kassel, 1943). 
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the original in meaning, in construction of the strophes, 
and usually even in rhyme. His next step was to find such 
a text to match that of the Oratorio. He discovered a most 
probable prototype in Picander's Ern~, Scherzhaften und saty-
rischen Gedichten ("Serious, Droll and Satyrical Poems"). 
The similarity of the two poems may be seen in the very first 
stanza of each. 
The Easter Oratorio 
"Kommt, gehet und eilet, ihr fluechtigen Fuesse, 
Erreichet die Hoehle, die Jesum bedeckt. 
Lachen und Scherzen 
Begleitet die Herzen, 
Denn unser Hell ist auferweckt. 
Kommt, gehet und eilet, ihr fluechtigen Fuesse, 
Erreichet die Hoehle, die Jesum bedeckt." 
("Now hasten, impatient, your footsteps so eager. 
Approach ye the cavern where Jesus did res~ 
Laughter and singing 
Your hearts filling ever; 
For Jesus lives, ever lives, 
And we are blest. 
Now hasten, impatient, your footsteps so eager. 
Approach ye the cavern where Jesus did rest. 11 ) 
'Ihe Cantata 
11Entfliehet, verschwinde t, entweichet, ihr Sorgen, 
Verwirret die-lustigen Regungen nicht. 
Lachen und Scherzen 
Erfuellet die Herzen, 
Die Freude malet das Gesicht. 
Entfliehet, verschwindet, entweichet, ihr Sorgen, 
Verwirret die lustigen Regungen nicht." 
("Now flee ye, vanish, excape from all sorrow. 
Do not disturb pleasurable emotions 
Laughter and singing 
Your hearts filling ever. 
Let your countenance be bathed in joy. 
Now flee ye, vanish, excape from all sorrow. 
Do not disturb pleasurable emotions."} 
Except for the recitatives, the rest of the text matches 
equally as well. 
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In addition to the textual analogy, Smend sights the 
ease with which the secular text fits the religious score. 
He also points out the way in which the Easter composition 
matches the spirit of the secular occasion ("Ihre Gesam-
thaltung passt zu dem weltlichen Anlass aufs beste"). In 
addition, he documents specific examples of the musical de-
clamation of text in the reconstructed version. He goes 
further to cite characteristics of the original manuscript 
of the Oratorio which indicate that a copyist had adapted 
the text to older music. He then cites historical and bio-
graphical evidences and finally reconstructs the· Cantat~, 
using Picander's text and the m~sic of the Easter Oratorio. 
In any such reconstruction, the scholar must specu-
late in order to fill in the unknown factors. This unfor-
tunately confines the Cantata to the realm of manufactured 
art works. For instance, Smend could not alter the instru-
mentation and yet in all of the parodies encountered in this 
study, Bach changed the instrumentation--sometimes quite 
I I 
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drastically. But, this is not too disturbing if we consider 
that the composer's choice of different instrumentation was 
invariably due to functional considerations. 
There are other ways in which Smend's reconstruction 
is necessarily literal. Bach's sense of declamation would 
never allow two texts, no matter how similar, to be repre-
sented by the same score. Yet, in all editorial faithfulness, 
the only changes Smend could make are minor ones to suit the 
text syllables, and even these are extremely scarce. 
Thus, a performance of this Cantata might jar the 
purist in much the same way that some are irked by certain 
nineteenth and twentieth-century reconstructions of Violin 
Concertos by Bach (BWV Nr. 1052 and Nr. 1056). Yet, the 
fact of a possible parody is undoubtedly one of the most 
fascinating of the more recent hypotheses regarding Bach's 
work. 
CHAPTER XIII 
SUMMARY 
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Tonality 
Same: 21 sections 
Different: 16 sedtions 
The sixteen movements which change key are fairly evenly 
distributed thro~ghout the 37 contrafacta investigated in this 
paper. Usually, this is a purely automatic alteration made 
either because the key of the original was not congruous with 
the tonal scheme of the later version (e.g., the Crucifixus of 
the Mass in ~Minor) or because of different instrumentation 
(e.g.,Number 15 of the .Christmas Oratorio). The only contra-
factum to change key for no obvious reason seems to be the 
[!_g~ Dei of the Mass in ~ Minor, which, as Smend points out, 
1 is not at all well-adapted. 
Harmonic Outline 
Same: 21 sections 
Different: i6 sections 
The harmonic outline was changed the same humber of 
times as the tonality, but this alteration is not so evenly 
dispersed, nor is it, in most instances, of a purely mechanical 
nature. Although a specific reason cannot be given for each 
instance, the usual causes for alteration of the harmonic 
scheme may be listed as follows: 
1 See p. 6'}, 
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1. For congruity of design within the entire composi-
tion, e.g., the Patr~ of the Mass in£ Minor. 
2. An omission of measures, e.g., the Osa~ and the 
Agnus Dei of the Mass in ] Minor; the Cum Sancto of the Mass 
in F Major. 
3. An addition of measures, e.g., the Quonia.m of the 
Mass in G Major; the Quonia..'11 of the Mass in f;_ Major; the Gra-
tias of the Mass in ~ Minor; the Domini fill of the Mass in Q 
Minor. 
4. A general tendency toward simpler harmonies in the 
smaller Masses, e.g., the Cum Sancto of the Mass in E Major; the 
Gloria of the Mass in .fl Major. 
The most striking aspect of this change is that only 
two of the eleven contrafacta in the Christmas Oratorio alter 
the harmonic outline. As Table No. VII shows, however, the 
Masses change it in about fifty percent of the sections. The 
greatest number of movements introducing harmonic alteration 
occur in the G Minor Mass. 
Formal Structure 
Same: 26 sections 
Different: 11 sections 
Formal changes constitute one of the most significant 
alterations. Such changes are usually not dictated by neces-
sity but by the choice of the composer. They may be outlined 
as follows: 
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1. A reduction in the number of measures, e.g., the 
Agnus Dei of the Mass in ~ Minor, the Cum Sancto of the Mass 
in G Major. 
2. An increase in the number of measures, e.g., the 
Quoniam of the Mass in Q Major:, the Quoniam of the Mass in 
A Major. 
3. An omission of an introduction, e.g., the Gloria of 
the Mass in Q Minor. 
4. An alteration to create Chiastic form, e.g., the 
Gloria of the Mass in G Minor. 
----
5. An alteration to create a more symbolic, formal 
pattern, e.g., the Gratias of the ~ in Q Minor. 
6. An insertion to better portray the later text, e.g., 
the Domini fili of the Mass in Q:. Minor. 
7. Formalistic alterations in a parody which is longer 
than its prototype in order to eliminate repetition, e.g., the 
Domini fili of the Mass in G Minor. 
s. Alterations due to different textual structure, e.g., 
the Qui Tellis of the Mass in G ~inor. 
As in the previous types of alteration, the two ex-
tremes in the use of structural changes are the Oratorio and 
the Q Minor Mass, the former composition changing the formal 
structure in none of its borrowed movements, and the latter 
work changing it in four of the six sections, the same four in 
which the harmonic outline was changed. As in the aLterations 
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just discussed, the movements of the remaining four composi-
tlons are fairly evenly divided between those Which employ 
this alteration and those which do not. 
Number of Measures 
Same: 19 sections 
Fewer: 8 sections 
Additional: 10 sections 
The sixteen sections which change the formal structure 
are also altered in length. Of these, four have fewer measures 
and seven have additional measures. Quite obviously, the one 
change would usually accompany the other. Also noteworthy is 
the fact that even some of those contrafacta which have the same 
formal structure as their models, are of different lengths 
(i.e., the Qui Tellis, Patrem, and the Crucifixus of the~ 
in ~Minor; Number 4 of the ·Christmas Oratorio; the CUm Sancto 
Spiritu of the Mas! in~ Minor). 
The two extreme cases are again the Christmas Oratorio 
and the Mass in G Minor; all movements, except one (Number 4) 
-----
of the Oratorio have exactly the s~~e number of measures as 
their prototypes. In the Mass in G Minor, only one of the six 
------
movements retains the same number of measures. The Mass in 
B Minor also has only one movement which is not altered in 
length. In the other three compositions, the Masses in G, F, 
and A, those movements which retain the same length are again 
evenly distributed with those which do not. The most obvious 
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reasons for adding or subtracting measures may be categorized 
as follows: 
1. Fewer measures due to the omission of the introduc-
tion, e.g., the Qui Tellis, Crucifixus, and Et Expecto of the 
Mas~ in ~ Mi!!££) ·the Cum Sancto Spiri tu of the ~ in Q Maj_££; 
the In Gloria Dei Patri of the Mass in .f! Major; the Gloria and 
Cum Sancto of the Mass in G Minor. 
-----
2. Additional measures due to an insertion of an intro-
duction, e.g., the Pat~ of the Mass in B Minor; the Domine 
Deus of the Mass in Q Major. 
3. Fewer measures due to an omission of a middle section, 
e.g., the Osanna and Agnus Dei of the Mass in B Mi!l££• 
4. Additional measures due to an insertion of new rna-
terial, e.g., the Quoniam of the Mass in Q Majo~; the Quoni~ 
of the Ma~ in!. MajoE_; the Gratias, Dom!!:!! fill, and Qui 
Tellis of the Mass in G Minor. 
5. Additional measures due to the addition of a post-
lude, e.g., the Quoniam of the Mass in Q Major; the Quoniam of 
the Mass in ~ Major. 
6. Fewer measures due to the omission of a postlude, 
e.g., the In Gloria Dei Patri of the Mass in!!, Major. 
7. Additional measures due to an increased number of 
text syllables, e.g., the Domini fili and Qui Tellis of the 
~ in Q _Minor. 
8. Additional measures to musically represent the 
I -
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meaning of the new text, e.g., the Qui Tellis of the Mass in 
G Minor. 
As a rule, the insertions in the contrafacta movements 
a~e due to Bach's tendency to make the later setting more ex-
tensive and massive than the models. Very often, in order to 
avoid repetition, he was compelled to insert new material. 
Thus, of those movements which differ in length from their 
models, those which add measures outnumber those which omit 
them. Often too, the majority of the movements which are 
shorter than their prototypes, were made so simply by omitting 
an instrumental introduction. Thus, disregarding the omission 
of the introduction, which in all instances was a mechanical 
action, the parodies themselves are usually of the same length 
as the models. Indeed, there are only two instances where 
Bach decreased the length of a contrafactum by excluding mea-
sures within the parody proper, i.e., the Osanna and Agnus Dei 
of the Mass in B Minor. Thus, the general tendency throughout 
the parodies is to enlarge the later version. 
Introduction 
Omission of introduction: 8 sections 
Addition of introduction: 1 section 
Introduction of a different length than its model: 
2 sections 
Introduction of the same length as its model: 23 sections. 
Omission of Introduction. In most instances, the intro-
duction was om~tted for mechanical reasons; there was simply no 
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need for it. Very often, the model was an opening movement of 
a Cantata and the reasons for an introductory section in the 
prototype are obvious. No such need exists in the later ver-
sions. There are two other reasons why the introduction is 
omitted: (1) to maintain a proper proportion between instru-
mental and vocal sections, e.g., the Gratias Agimus of the Mass 
in~ Minor, and (2) to maintain continuity in the Mass text, 
e.g., the Qui Tellis of the~ 1n ~Minor. 
Table VII shows that the ~Minor ~ omits more instru-
mental introductions than the contrafacta of the other large 
choral works; of the seven contrafacta in this compositions, 
only three retain the introduction. In this work, there is one 
additional reason why Bach eliminates the sinfonias: to retain 
a fairly rigid instrumental-choral alternation. 
Addition of Introduction. Only one of the contrafacta 
added an introduction, the Domine ~ of the Mass in Q Major. 
This was purely a functional addition; it is a four-measure 
phrase which serves as a transition between the tonality of the 
previous section, the Gratias, and that of the Domine ~· 
Introductions of Differ~ Length~ than ~£..Models. 
Of the 25 movements which retain an introduction, two alter 
the length of the original version: the Crucifixus of the Mass 
in ~ Minor and the CU!!! .§ancto Spiri tu of the ~ in F Major. 
In both cases, Bach substitutes the long original sinfonia 
(both models are opening movements) for a simpler four-measure 
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phrase. In each instance, the original version would have 
been out of proportion to the rest of the movement. 
Introductions of the Same Lengths ~ Their Models. 
Once again, Bach altered the Chriatmas 0~~~2 least. In 
this instance, every movement not only employs the original 
introduction but each one is the sa~e length as its prototype. 
Instrumentation 
Identical: 18 sections 
Alte~ed: 9 sections 
Reduced: 5 sections 
Augmented: 8 sections 
Available data is insufficient to state definite 
reasons for the prescribed instrumentation of the contra-
facta movements in Bach's large choral works. It is inte-
resting to note, however, that the Mass i£ Q Mi£££ presents 
a unique situation; none of its contrafacta alter the instru-
mentation. Conversely, every contrafactum movement of the 
Mass in ! Major changes the instrumentation. 
Also interesting is the fact that there is little ten-
dency in any of the parodies to reduce instrumentation. 
The number of instances in which it is reduced in each work 
is as follows: 
Mass in B Minor: 1 (Qui Tellis) 
Christmas Oratorio: 0 
MassinG Major: 2 (Gloria md Quoniam) 
Mass in F Major: 0 
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Mass in A Major: 2 (Gloria and In Gloria -deiri,· _t 
Patri 
Mass in G Minor: 0 
In any phy,~ical changes made in the Mass 1.!! ~ Min.££,, 
• one must consider the fact that this composition was more 
ideal than functional in concept. Bach wrote it with a 
singular purpose in mind but not necessarily for a specific 
performance. In some instances, therefore, it is conceivable 
that he prescribed a more ideal instrumentation than in any 
of the Cantata models, most of which were written for the 
St. Thomas singers. Thus, in the model for the Qui Tollis, 
the opening movement of Cantata 46, the voices are re-in-
forced by a Tromba di Tirarsi and two Oboi da caccia. These 
are omitted in the contrafactum. 
In the four other instance where the instrumentation 
is reduced, no direct causes are observable. In the Gloria 
of the Mass in Q Maj o£_, however, it may well have been that 
the trumpets and timpani of the original version, Section I 
of Ganta~ 79, seemed too theatrical for a Mass setting. Or, 
if Bach had a specific performance in mind for the Mass, 
instrumentalists for these parts may not have been available. 
More likely, however, is the possibility that Bach had access 
to fewer musicians when he performed the Mass than when he 
did the Cantata. As unsatisfactory as it may be, until further 
biographical information is presented, one must content one-
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self with these speculations in the other three instances 
where the instrumentation is reduced. In most instances, 
however, Bach either retained the same size orchestra or 
enlarged it. 
Vocal Sections 
Same: 26 sections 
Different: 9 sections 
Smaller chorus: 0 sections 
Larger chorus: 3 sections 
The most interesting traits as seen in Table VII 
concerning voices are as follows: 
1. There is never a reduction in the size of the 
chorus. 
2. The chorus is enlarged in on1 three instances, 
all three of which occur in the Mass in B Minor (i.e., the 
Gratias Agimus, Patrem, and Et Expecto). One must still 
take into consideration the fact that of all cthese ':c.; choral 
works, the Great Mass is the only one which was conceived as 
a more ideal art work rather than a purely functional one. 
Consequently, in these three choruses,B~ahwrites for a five-
part chorus (i.e., a second soprano is added in each case). 
In the other five compositions, he was content (perhaps com-
pelled) to write for the usual four-part chorus. 
3. The vocal sections of the prototypes are changed 
in at least one of the contrafacta of each composition except 
the Mass in B Minor. These instances may be broken down thus: 
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The Christmas Oratorio: 5 (Numbers 20, 29, 39, 
41, and 47.) 
The Mass in G Major: 1 (Domine Deus) 
The Mass in F Major: 2 ( Q.ui Tellis and Q.uoniam) 
The Mass in A Major: 1 (Gloria) 
The Mass in G Minor: 1 (Q.ui Tellis) 
In each of these instances, the change is strictly 
mechanical. Any number of reasons could have dictated it: 
a desire to employ a key related to the surrounding movements; 
a particular voice might have been preferable in a certain 
context; a certain soloist may have been available (or un-
available). 
~ Meaning 
Bach's choice of a model was governed largely by the 
text, for the meaning of the original text is inevitably simi-
lar to that of the later version. Thus, only five of the 
37 contrafacta encountered in this investigation employ texts 
which are dissimilar in meaning to the prototypes. In three 
of these five pieces (Dom~ Deus and Q.uoniam of the Mass 
1E Q Major; Q.uonirun of the Mass in E Major), the disparity is 
not great for there is no real dichotomy in the spirit of 
the related texts. For instance, the text of the fourth 
section of Cantata :z.2, the model fua::t the Domine Deus ot' the 
G Major Ma~, reads ••• 
"Nun danket Alle Gott 
Mit Herzen, Mund und Baenden, 
Der grosse Dinge tut 
An uns und allen Enden; 
Der uns von Mutterleib 
Und Kindesbeinen an, 
Unzaehlig viel zu gut 
Und noch jetzo getan." 
("Now thank we all our God 
With hearts and hands and voices; 
In all His wondrous works 
Forever man rejoices; 
\Vho from His mother's arms 
Hath led us on our way 
With countless gifts of love, 
And still is ours to d!ZY.") 
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This simple text has little in common with the pathos 
of the Domine Deus. But the basic, emotional quality of 
each is not so very different and through additional phrasing, 
alterations in the instrumental parts, and slight musical 
changes to better represent the new text, the transformation · 
was easily achieved. 
The other two contrafacta to employ texts which are 
different than their models occur in the fhristmas Oratorio 
(Numbers 8 and 47) and present a slightly different situa-
tion. Here, it seems as if Bach may have purposely chosen 
texts of an entirely different nature than those of the Ora-
torio movements. For instance, the text of the prototype 
(section of Toenet ihr Pauken) of the first of these Oratorio 
movements is as follows: 
11 So dringe in das weite Erdenrund 
Mein von der Koenigin erfuelter Mund. 
Ihr Ruhm soll bis zum Axen 
Des schoen gestirnten Himmels wachsen 
Die Koenigin der Sachsen und der Polen 
Sei stets des Himmels Schutz empfbhlen. 
So staerkt durch Sie der Pol. 
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So vieler Untertanen laengst ervruenschtes Wohl. 
So soll die Koenigin noch lange bei uns hier 
verweilen. 
Und spaet, ach, spaet zu..-rn Sternen eilen." 
("Let every region the wide world round 
With our Princess 1 gracious worth resound. 
Her fame doth top the heavens 
And shineth o'er their starry beacons. 
E'er may the Queen of Saxony and Poland 
In heaven's care be safe enfolded. 
In her is Poland's strength, 
\Vho knoweth nought but happiness throughout her 
length. 
So may Her Majesty for many years be ~thus 
dwelling. 
And late h;er flight to heaven be winging.") 
The text of the Oratorio movement is ••• 
11 Grosser Herr und starker Koenig, 
Liebster Heiland, 0 wie wenig 
Achtest du der Erden Pracht •. 
Der die ganze Welt erhaelt, 
Ihre Pracht und Zier erschaffen, 
Muss in harten Krippen schlaffen." 
("Mighty Lord and King supernal 
Saviour dearest, God eternal, 
Thou disdain'st the pomp of earth 
He whom countless worlds obey, 
He who all things living keepeth, 
In a lowly manger sleepeth.") 
The strangeness of the adaptation may be better perceived 
with the first six lines of the model placed beside the text 
of the Oratorio movement. 
The Cantata. 
"So dringe in das weite Er-
denrund 
Mein von der Koenigin er-
fuelter Mund. 
Ihr Ruh~ sell bis zum 
Ax en 
Des schoen gestirnten Him-
mels wachsen; 
Die Koenigin der Sachsen 
und der Polen 
Sei stets des Himmels 
Schutz empfehlen. 11 
("Let every region the wide 
world round 
With our Princess' gracious 
worth resound. 
Her fame doth top the hea-
vens 
And shineth o'er their 
starry beacons. 
E'er may the Quenn of 
saxony and Poland 
In heaven's care be safe 
enfolded."} 
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The Oratorio 
------
"Grosser Herr und starker 
Koenig 
Liebster Heiland, 0 wie 
wenig 
Achtest du der Erden Pracht. 
Der die ganze Welt erhaelt, 
Ihre Pracht und Zier er-
schaffen 
Muss in harten Krippen 
schlaffen." 
("Mighty Lord and King super-
nal 
Saviour dearest, God 
eternal, 
Thou disdain'st the pomp 
of earth 
He whom countless worlds 
obey, 
He who all things living 
keepeth, 
In a lowly manger sleepeth.") 
The text of the Cantata expresses part of a birthday 
tribute to Augustus III's Consort, Marla Joseph of Hapsburg.· 
The Oratorio movement, on the other hand, is part of a simple 
tribute to the Infant Jesus. Notice especially, the paradox 
in using the same music for line three ••• 
The Cantata The Oratorio 
"Ihr Rubm sell bis zum Axen" "Achtest du der Erden Pracht." 
or line four • • • 
The Cantata 
"Des schoen gestirnten Himmels 11Der die ganze Welt erhaelt" 
wachsen" 
'· 
and especially, line six ••• 
The Cantata The Oratorio 
11Sei stets des Himmels Schutz 
empfohlen." 
"Muss in harten Krippen 
schlaffen." 
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Tae inverted meanings of these related lines seem a little 
too obvious not to be calculated irony. One might expect 
Bach to employ inversion, or retrograde in the contrafactum, 
but, on the whole it is a fairly literal adaptation. 
Throughout the other 32 contrafacta, the texts of the 
parodies are similar to those of the models--often, to an 
astounding degree. Discussion would here. be repetitious so 
the reader is referred to the main body of the investiga-
tion. 
Musical Changes _2~ to Different Text Meanings. 
In spite of the general similarities of the texts of 
the contrafacta with those of their models, alterations due 
to the content of the later text present one of the more 
interesting facets of the contrafacta. Such changes range 
from obvious employment of musica ~servata (e.g., the first 
syllable of "Gloria" is inevitably accompanied by a melisma) 
to the most subtle nuances of Baroque symbolism (e.g., the 
main theme of the nomine Deus of the Mass in~ Maj~).2 
2see p. 170 1 
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Those movements which include such changes are fairly evenly 
divided throughout the six compositions. However, the ~ 
in G Ma~or has alterations of this nature in every movement, 
while they are found in none of the sections of the F Major 
Mass. 
Of the 37 sections, 12_do not contain alterations due 
to text content. These movements are as follows: 
Mass in B Minor: Qui Tellis 
Osanna 
Christmas Oratorio: Fallt 1 mit danken, No. I 
Fallt 1 mit danken, No. IV 
Fallt' mit danken, No. VI 
Mass in F Major: Qui Tellis 
Quoniam 
Cum Sancto Spiritu 
Mass in A Major: In Gloria Dei Patri 
Mass in G Minor: Kyrie 
Gloria 
Cum Sancto Spiritu 
It should here be pointed out, however, that these particu-
lar parodies fall into two distinct categories: (1) parodies 
which are not entirely successful, and (2)-!parodies whose 
texts are so akin with their models that no alterations were 
required. Type I includes: 
Mass in B Minor: Qui Tellis 
Osanna 
Mass in F Major: Cum sancto Spiritu 
Mass in G Minor: Kyrie 
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One must here differentiate between an inferior contrafactum 
and an inferior composition. The fact that these are not 
particularly successful parodies does not negate the musical 
value of the compositions; usually the prototypes were compo-
sitions of high merit to begin with. Thus, oversights in 
the process of borrowing can hardly destroy the original 
musical worth. It simply means that as examples of Bach's 
parody technique, these particular movements are inferior 
to others discussed in the preceding investigation, since 
changes which seem necessary to fit the altered text are 
not made .. 
Type II includes: 
Christmas Oratorio: Fallt' mit Danken, No. I 
Fallt 1 mit Danken, No. IV 
Fallt' mit Danken, No. VI 
Mass in F Major: Qui Toll is 
Quoniam 
Mass in A Major: In Gloria Dei Patri 
Mass in G Minor: Gloria 
Cum Sancto 
Thus, out of the 12 contrafacta which do not contain altera-
tiona due to text content, these eight required no changes; 
they were, in their original forms, perfectly suitable for 
the later text. 
Changes due ~£ Tex! Rhythm 
This is a purely mechanical change and is the only 
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alteration which may be found in all of the contrafacta en-
countered in this investigation. 
Changes due !£Range Limitations 
Changes due to range limitations of instruments in 
the later versions were noticeable in seven of the 37 pa-
rodies. None of these occured in the Mass in B Minor or in 
the Mass in E Major. Four of them took place in the Christmas 
Oratorio. Such a change occured once in each of the other 
:Masses. The reason for the absence of this need in the Great 
~ is, as stated on page 395, due to the fact that this 
was more of an ideal art work than any of the other composi-
tions; Bach was free to choose whatever instrumentation he 
desired. In the Oratorio, we know that this was not true. 
Alteration of Main Theme 
Bach altered the main theme in every parody movement 
of all the works investigated except, once again, the Christ-
~ Oratorio. Here, this change occurs in only one of the 
eleven parody movements. However, adjustments were seldom 
needed in this work, as a comparison of the first lines of 
all the parody texts with those of their models shows. 
Inevitably, the first lines of each have precisely the same 
number of syllables and, as a result, the rhythmic patterns 
are identical. It is only necessary to mention a few such 
examples. 
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Number 19: "Schlafe, mein Liebster, und pflege der Ruh." 
Its model (Cantata 213, number 3): 11Schlafe, mein Liebster, 
geniesse der Ruh." 
Number 24: 11 Herrscher des Himmels, erhoehe das Lallen" 
Its model (the final chorus of Cantata _g_!~): "Bluehet, ibr 
Linden in Sachsen, wie Cedern." 
Number 36: 11Fallt' mit Danken, fallt' mit Loben." 
Its model (Cantata 213, number 1): 11Lasst uns sorgen, lasst 
uns wachen." 
The one contrafactum of the Oratorio to make altera-
tions in the main theme does not have this similari~ between 
the first text line with that of its model (Cantata 213, 
section 11) • • • 
The Ora tori_£: (number 29): "Herr de in Mi tleid, de in Erbarmen 
TrtleJtet uns und macht uns frei 11 
The Cantata: "Ich bin deine, du bist maine, 
Ich kuesse dich, kuesse mich." 
Thus, in this instance, the lack of alteration is not indi-
cative of carelessness on Bach's part, but rather of his care 
in choosing prototypes which were extremely well-suited to the 
new text. 
Phrase Markings 
It has been pointed out that the gener~ tendency in 
the contrafacta is to increase aad add rather than to decrease 
I 
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and subtract. This feature extends from the more significant 
characteristics to the minor ones. Thus, even the phrase 
markincs are noticeably increased. According to the Bach-
Gesellschaft edition, only four contrafacta movements do not 
contain altered or increased phrasing. These are as follows: 
Mass in B Minor: Gratias Agimus 
Qui Tollis 
Mass in G Major: Cum Sancto Spiritu 
Mass in F Major: Cum Sancto Spiritu 
Melodic Action 
Like the phrasing, Bach tended to increase melodic 
action and thus, the contrafacta are decidedly more florid 
than the models. Of the 37 contrafacta sections, however, 
six retain approximately the same amount of melodic action 
as their prototypes while only two are less florid than the 
original versions (i.e., the Et Expecto and Agnus Dei of the 
~in~ Minor). The other 29 sections are noticeably more 
melismatic than the original settings. 
It is noteworthy that in one of the movements which 
decreases melodic action (i.e., the Et E?CPecto of the Mass 
in~ Minor) all other aspects are magnified even to the point 
of an additional voice part and augmented instrumentation. 
In the other instance where it is decreased (i.e., the ~us 
Q~ of the Mass in~ Minor), it is done so in consideration 
rr 
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of the fewer text syllables in the ~ movement. 
~ Utilization of Opening Movements 
Of the 37 movements discussed, 13 are based on 
opening sections of Cantatas. This is significant because 
the mood, the nucleus of musical content in all of the 
Cantatas is exposed in the first movement--very often even 
in the very first measures. In these 13 sections, there-
fore, Bach has capitalized on movements the character of 
which is of a particularly demonstrative nature. 
Moreover, all of those parody movements which 
are opening sections of compositions are based on opening 
movements of Cantatas. This involves the £-o11owing 
contrafacta: 
Kyrie, Mass in G Major: 
Kyrie, Mass in G Minor: 
The Christmas Oratorio 
Based on section 1, 
Cantata 179 
Based on section 1, 
Cantata 102 
Number 1: Based on section 1, Cantata 214 
I 
Number 36 (Section IV, number 1): Based on Sec-
tion 1, Can-
tata 213. 
In addition, the three Cum Sane to movements which are 
parodies, i.e., those of the Mass in Q ~ajor, the r..Tass in F 
Major, and.the MassinG Minor are also based on opening 
movements of Cantatas. These may be listed as follows: 
Cum Sancto, Mass in G Major: Based on section 1, 
Cantata 17 
Gum Sancto, Mass in F Major: Based on section 1, 
Cantata 40 
Cum Sancto, Mass in G Minor: Based on section 1, 
Cantata 187 
This is pertinent because the characteristically joyful, 
optimistic nature of a Cum Sancto section would inevitably 
be found in an opening section of a Cantata. 
Also, except for the Gloria of the Mass in ! Major, 
all the other contrafacta sections which are generally of a 
joyful nature, i.e., Osanna, Gloria, and In Gloria Dei Patr!, 
employ opening movements of Cantatas. These may be listed as 
follows: 
Osanna, Mass in B Minor: Based on section 1, Cantata 
215 
Gloria, Mass in G 1/Iajor: Based on section 1, Cantata 
79 
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In Gloria Dei Patri, Mass in A Major: Based on sec-
tion 1, Can-
tata 136 
Gloria, Mass in G Minor: Based on section 1, Cantata 
72 
The other two contrafac~which employ first movements are 
in the Mass in ~ MinE.!> the Qui .!£1:1is and the Pa. trem Om:hi-
potentem. 
Some Unique Aspects of the Mass in Q Minor 
Another aspect which might here be mentioned is which 
of the six large choral works discussed is the best example 
of Bach's parody technique? Again, this does not mean neces-
sarily the composition of the highest calibre; it does inti-
mate, however, two other requisites: (1) that in the trans-
formation, Bach uses frequent alteration, and (2) that the 
parody movements are unquestionable improvements over the 
original versions. Using these as criteria, the composition 
which yields clearest insight into Bach's technique of bor-
rowing is decidedly the Mass in G Minor. 
As seen in Table VII, this composition changes most 
drastically significant characteristics such as harmonic 
outline, formal structure, and length. At the same time, 
however, basic aspects such as instrumentation and the meaning 
of the text remain unaltered in each of its contrafacta move-
ments. Moreover, those changes vbich were made, especially 
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in form, showed the highestdegree of workmanship and thought 
to be found in any of the contrafacta just discussed. 
Conversely, using these same criteria, of all the works 
discussed in the preceding investigation, the Christmas ~­
torio gives the least insight into Bach's parody technique. 
For instance, not one of its movements altered the formal 
structure, and, on the whole, the least amount of change 
exists in its contrafacta sections. 
Conclusions 
The purpose of the foregoing study was to discuss the 
degree of change which exists between the contrafacta move-
ments of Bach's large choral works and their models, and to 
speculate on what reasons may have prompted Bach to impose 
various alterations. In order to reach these goals, it was 
necessary to consider at least the following characteris-
tics in each of the contrafacta: 
occasion 
tonality 
harmonic outline 
formal structure 
length 
introduction 
instrumentation 
vocal sections 
text meaning 
changes due to text meaning 
changes due to different text rhythm 
changes due to range limitations 
& teration of main theme 
phrasing 
melodic action 
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Investigating these traits fortified Schering 1 s thesis that 
even though Bach's reasons for borrowing were usually due to 
pressures of public performance, the contrafacta contain 
several aesthetic improvements and reveal a high degree of 
artistry. Indeed, they may be considered the climax in the 
Baroque Era of this particular compositional technique. 
Thus, in some of the transformations, one finds excel-
lent examples of typically Bachian traits, the most common 
of which are his textual and formalistic symbolism. Another 
noticeable feature was a general tendency to make the later 
setting more extensive and massive than the original composi-
tion. Consequently, wherever it was possible, Bach added 
new instrumental and vocal parts, increased the length of 
the later versions, and even augmented certain melodic inter-
vals in order to express massiveness. Furthermore, the 
contrafacta are decidedly more melismatic than their models. 
In the smaller Masses, however, Bach tended to simplify har-
monies in order to make the Catholic composition more austere 
than its Protestant model. 
Although the general tendency throughout the parodies 
is to improve the setting, the functional aspect still in-
fluenced the transformation to such a degree that a few of 
the parodies are inferior to their prototypes." Nevertheless, 
perhaps the most distinct trait in all of the contrafacta is 
the care with which Bach chose his models; inevitably the texts 
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of both versions were strikingly similar or there was a 
subtle symbolis~ involved vbich may not have been immediately 
discernible. 
In addition to these specific aspects, another con-
clusion can be drawn which is equally important--the need 
for further study in this particular area of musical re-
search. For instance, in Bach's own works there is still 
much to learn from his instrumental contrafacta and those 
in the Cantatas. Moreover, a perusal of the literature re-
vealed that there is a dearth of material available on the 
contrafactum as a recurring phenomenon in music history and 
as a technique employed by other composers. By filling in 
this gap, it is conceivable that scholars might gain further 
insight into the work methods and stylistic traits of these 
me no 
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; APPENDIX : -
THE VIRGA JESSE FLORUIT OF 
THE MAGNIFICAT 
This is one of the rare instances in which the borrow-
ing is "the other way around." The Magnificat has been quite 
definitely established as having been written in 1723.1 The 
Virga Jesse floruit of this composition is the same in form and 
content as the fifth section of Cantata 110, Unser ~ ~ ~ 
2 Lachens, which was written in 1725. Thus, for the first time, 
the German text is set to music which previously represented a 
Latin one. The adaptation, however, was not quite that direct, 
because the Virga Jesse floruit was one of the four sections 
which Bach inserted into the,existing Bible text of the Magni-
ficat.3 Two of the sections are in German. Thus, to Bach there 
was no schism between a Latin and German text and there was no 
reason why they should not be used in collaboration with one 
another. Therefore, to use this section in a later German 
Cantata was totally in keeping with Bach's aesthetic principles. 
werke 
1Alfred Duerr, "Zur Chronologie der Lei:eziger 
J. s. Bachs," Bach-Jahrbuch, XLIV\1957)", 161. 
- -2Idem. 
Vokal-
3The other three are: (1) the opening verse of the hymn, 
Von Himmel hoch, (2) the verse,"Freut euch und jubilirt, zu 
Bethlehem gefunden wird Das herze liebe Jesulein, das soll euer 
Freud und Wonne sein" ("Rejoice with pious mind, to Bethlehem 
go now and find the fair and holy, new-born Boy, Who is your 
comfort, peace, and joy."), and (3) the Gloria in excelsis ~· 
399 
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This is especially true of these two compositions because both 
are Christmas pieces and, for Bach, Christmas had an especial 
universal connotation. 
One will better realize the interchangeability of 
Latin and German, even, in this instance, of Catholic and Pro-
testant liturgies, if one investigates briefly the background 
of this insertion into the Magnificat. The entire hymn is given 
by Vopelius • 4 • • 
"Virga Jesse floruit, 
Emanuel noster apparui~, 
Induit carnem hominis, 
Fit puer delectabilis. 
Domum pudici pectoris 
Ingreditur Salvator et 
Auto humani generis. 
Ubi natus est Rex gloriae? 
Pastores, dicite. 
In Beth~ehem Juda. 
Virga Jesse floruit, 
Emanuel noster apparuit, 
Induit carnem hominis, 
Fit puer delectabilis, 
Alleluja." 
("The stem of Jesse hath flourished, 
Our Emanuel hath appeared, 
And hath put on numan flesh, 
And become alovely child. 
The home of the Virgin chaste 
Receives the Saviour and 
Creator of the human race. 
Vfhere is the King of glory born? 
Ye shepherds, say? 
In Bethlehem Juda. •. 
----------~----------------------------------------------------------
4rt exists in the Neue Leipziger Gesangbuch, 1682. 
I 
r 
Slumber, little baby dear. 
Eya, Eya., 
In Bethlehem Juda.. 
The stem of Jesse hath flourished, 
Our Emanuel hath appeared, 
And hath put on human flesh, 
And become a lovely child, 
Alleluja.") 
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Bach uses, as Kuhnau had done before htm, only the last four 
lines. Spitta points out that it is evident that this piece 
is a. Kindleinwiegen, a cradle hymn, and Bach inserted it into 
the Magnificat for a specific purpose peculiar to the Leipzig 
5 liturgy. In that city in the seventeenth and early eighteenth 
centuries, it was customary to place a manger in the church 
and to perform the events of Christmas night as a drama or 
6 
mystery. 
It may have been that these four insertions into the 
Catholic form of the Magnificat were not particularly pleasing 
to Bach's taste because in a later version of the Magnificat 
they are omitted. He also did not include these interpolations 
in the contents of the score but appendiced them giving exact 
indications as to where they were to be inserted. The inclusion 
of them may therefore have been merely to satisfy requisites 
5spitta, ££• cit., II, 372. 
6The lullaby in the Christmas Oratorio may have been 
written to serve the same custom. 
I .'"._~ ~: ~-! -· -'-_!.) . _,_ .. -. 
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of Leipzig liturgical traditions. But, if anything, the 
fact that he may not have considered them an integral part 
of this Catholic work would further validate the utiliza-
tion of one of these movements in a later composition. 
Unfortunately, the Virga Jesse floruit is not ex-
tant in its complete form; only 30 measures are extant 
whereas the Cantata movement consists of 51. Consequently, 
the results of a comparison may appear at first glance 
to be irrelevant. An investigationoof the extant measures 
of the original version compared with the parody reveals, 
however, the following traits. 
Whereas the extant measures of the original move-
ment are scored for soprano and bass with continuo, the 
later version is for soprano and tenor with continuo. 
The latter version is in A major while the original is 
in F major. Each has a four-measure introduction. Most 
important are, however, the numerous:'; changes made in 
the later version. These alterations are of a sufficiently 
drastic nature to prohibit a conductor who is concerned 
to any degree with historic validity from including the 
Virga Jesse floruit in a performance of the Magnificat. 
Such performances use the extant 30 measures of the Virga 
Jesse floruit and the remainder is based on the Cantata 
. 
r· 
movement.? Such deviation from the prototype exists in 
the very first vocal phrase (measures 5-8). 
Ih2 Virga Jesse floruit 
• ~\1· it.! 
' . l ,. 
-. 
• 
7This practice is the min reason why this section is 
included in this discussion • 
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The Virga Jes~ rloruit (continued) 
- . 
The Cantata 
• 
,. 
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Unlike most alterations which occur this early in a parody 
movement, these are not due to textual considerations or 
to any other discoverable necessity. Mere textual changes 
might, in certain instances, allow the Cantata movement to 
be utilized in the Magnificat but not changes such as this, 
based, as it were, on the creative impulse of the composer. 
There are also moments when the music should be 
changed because of the text passage which it represents. 
For instance, in measures 11-12, the original Magnificat 
movement has the following: 
(!~ . • 
con-r. 
--
• 
The text of the Cantata movement at this point, "Gott in der 
Hoehe," requires quite a different melodic line. Thus, mea-
sures 11-12 of the later, complet,e version read ••• 
t 
Compared with the remaining eighteen measures of the 
original version, the former alterations are relatively insig-
nificant; the remaining measures of the two versions are com-
pletely different. One notices, for instance, that beginning 
in measures 25-26, the text of the later version, "Und Friede 
auf Erden," calls, once again, for individualistic treatment • 
40? 
How completely different is the setting of the original at 
this point: 
J .. 
The last two measures of the unfinished movement of the 
Magnificat are • • • 
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The comparable measures (29-30) of the Cantata version are 
again completely altered. 
• 
It~~ ~~· . J,,.,~~ r:;;, • 
• JJ • 
--~ ----=-------~-~~----.------. ---
As a final consideration in the erroneous usage of the 
Cantata movement in a performance of the Magnificat one can 
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look to the final vocal measures (46-48) of the Cantata 
movement. 
If this music were used for the Magnificat text it would 
have to be set to the single word "allelujah,". and would 
have been awkward. The last two lines of the Virga Jesse 
floruit read: 11 Fit puer delectabis, Alleluja." 
BOSTON UNIVERSITY 
GRADUATE SCHOOL 
An Abstract of a Dissertation 
THE USE OF CONTRAFACTA 
rn THE 
LARGE CHORAL WORKS OF J. S. BACH 
by 
Robert William Holmes 
(Mus.B., Boston University, 1954 
A.M., Boston University, 1955) 
Submitted in partial fulfillment of the 
requirements for the degree of 
Doctor of Philosophy 
1960 
410 
ABSTRACT 
The objectives of this study were as follows: (1} to 
determine which movements in the large choral works of J. s. 
Bach are contrafacta; (2} to compare those movements with 
their prototypes; {3} to document changes which were made in 
the adaptation; and (4} to speculate on what reasons may 
have pr~ted these alterations. 
In assessing the relative value of the contrafactum 
and its prototype several aspects were considered: what 
type of parody was involved; whether the prototype was a 
great work of art; whether its textual content was similar 
to that of the later version; and whether the music fitted 
its new setting. The method of the composer was also con-
sidered: were there many changes or was it a mechanical 
transformation; even if it was'merely a "mechanical trans-
formation," was it successful? An attempt was also made to 
determine whether or not there was a symbolic connection 
between the parody and its prototype. The conditions under 
which the contrafacta were written were also considered. 
To such questions, unequivocal answers were not always 
possible since clear and precise documentation was often un-
available. In many instances one could only suggest possible~ 
solutions. However, the investigation confirmed Schering's 
thesis that, even though Bach's borrowings were usually due .. 
to pressures of public performance, the contrafacta contain 
several aesthetic improvements and reveal a high degree of 
artistry. Indeed, they may be considered the climax in the 
Baroque Era of this particular compositional technique. 
Some of the transformations provided excellent 
examples of typically Bachian traits, the most common of 
which was textual and formalistic symbolism. Another noti-
ceable feature was a general tendency to make the later set-
ting more extensive and massive than the original composition. 
Consequently, wherever it was possible, Bach added new instru-
mental and vocal parts, increased the length of the later ver-
sions, augmented certain melodic intervals, and usually made 
the contrafacta more melismatic than their models. In the 
smaller Masses, however, Bach tended to simplify harmonies 
making the later composition more austere than its model. 
Although the tendency throughout the parodies was to 
improve the setting, the functional aspect still influenced 
the transformation to such a degree that a few of the paro-
dies seem inferior to their prototypes. This was especially 
evident in the contrafacta sections of the Christmas Orato-
!iQ. Nevertheless, perhaps the most distinct trait in all 
of the contrafacta was the care with which Bach chose his 
models; inevitably the texts of both versions were formally 
similar and often a subtle symbolism in the relationship 
between text and music was preserved. 
In addition to these specific aspects, another con-
clusion can be drawn which is equally important--the need 
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for further study in this area of musical research. For 
instance, in Bach's own works there is still much to learn 
from his instrumental contrafacta and those in the Cantatas. 
Moreover, a perusal of the literature revealed that there 
is a dearth of material available on the contrafactum as a 
recurring phenomenon in music history and as a technique 
employed by other composers. By filling in this gap, 
scholars might gain further insight into the work methods 
of other great masters. 
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